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PREFACE. 

My  book  pretends  to  be  nothing  more  nor  less  than 
its  title  indicates.  It  is  expressly  the  record  of  an  Art 
Tour  ;  it  does  not  profess  to  give  descriptions  of  scenery, 
or  to  deal  with  matters  of  science. 

I  have  endeavoured  to  put  into  as  concise  and  at- 
tractive a  form  as  possible  all  the  information  I  could 
gather  during  a  journey  taken  in  the  summer  of  1870, 
for  the  purpose  of  collecting  whatever  art  materials 
might  be  scattered  over  the  Northern  Capitals  of  Europe. 
The  territory,  though  not  unexplored,  had  scarcely 
become  beaten  ground.  I  may  say  that  the  route  was 
new  and  informing  to  myself,  for  though  familiar  with 
the  chief  galleries  and  museums  of  Europe,  I  had  still 
to  make  acquaintance  with  the  art  treasures  of  Copen- 
hagen, Stockholm,  St.  Petersburg,  and  Moscow. 

The  records  I  publish  are  from  notes  taken  on  the  spot. 
I  consulted  catalogues  and  other  printed  documents, 
and  I  had  the  further  advantage  of  personal  references 
to  trustworthy  local  authorities.  Such  study  as  I  have 
been  able  to  give  to  my  subject  serves  to  prove  that, 
however  much  I  may  have  written,  more  remains  to  be 
discovered  and  worked  out.  On  many  points  I  found 
myself  informed,  but  on  the  other  hand  I  was  a  learner 
as  to  certain  phases  of  art  which  it  became  my  privi- 
lege to  witness  for  the  first  time.     In  the  translation  of 
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Russian  names  into  English  characters  much  latitude  is 
always  allowed,  but  a  uniformity  of  spelling  has  been 
sought  by  appeal  to  recognised  authorities. 

I  put  my  book  into  the  hands  of  the  public  with  the 
hope  that  the  information  brought  together  may  be  of 
some  use  to  the  traveller  and  the  student,  and  that  it 
may  find  welcome  from  those  who,  like  myself,  seek 
further  knowledge  of  the  new  and  extended  relation^ 
which  subsist  in  northern  lands  between  arts,  races, 
climates,  and  religions.  At  all  events  I  trust  to  excite 
some  interest  in  a  subject  which  has  more  than  re- 
warded me  for  a  journey  that  extended,  out  and  home, 
to  five  thousand  miles. 

The  present  book  embodies  articles  which  have 
appeared  in  divers  periodicals.  Four  papers  from 
'  The  Saturday  Review'  have  been  incorporated  in  the 
chapters  which  treat  of  Copenhagen,  Christiania,  and 
Stockholm.  The  account  given  of  Thorwaldsen  has 
been  printed,  with  additions,  from  *  Fraser's  Magazine.' 
The  chapter  on  '  Russian  Artists,  their  Lives  and  Works,' 
is  also  a  reprint,  with  amplifications,  of  papers  which 
have  appeared  in  '  The  Portfolio.'  Lastly,  *  The  Manu- 
factory of  Mosaics '  and  '  Art  Education  in  Moscow '  are 
taken  verbatim  from  '  The  Art  Journal.'  These  collective 
essays  make  one-third  of  the  volume,  the  remaining 
two-thirds  are  entirely  new. 


J.  B.  A. 


Kensington, 

October^  1873. 
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CHAPTER    I. 

COPENHAGEN. 

I  APPROACHED  Copenhagen  by  the  land  and  left  it 
by  the  sea  :  few  cities  are  so  beautiful  in  situation.     The 
journey    by   rail    from    Hamburg,    an    affair    of   nearly 
sixteen   hours,    though    monotonous    is    amusing.     The 
traveller   finds   himself  in    a    nation    of   sandhills   and 
stagnant  waters  ;   indeed  Denmark  appears  but  a  pro- 
longation of  Holland — yellow  sand,  scanty  grass,  stunted 
oak  trees,  flat  shores,  and  windy  seas,  present  subjects 
to  the  painter  such  as  the  art  student  has  just  left  in 
the  picture  galleries  of  the  Hague  or  Amsterdam.     Pro- 
visions, unfortunately,  are  meagre   and   unpalatable,   in 
fact  the  traveller  has  entered  a  land  of  poverty,  and  may 
run  the  risk  of  starving;    very   different  are  the  poor 
wood   huts  at  the  rail-side,  with  little  more  than   dry 
bread,  and  coarse  wild-fire  spirit,  from  the  ample  and 
well-stored    railway    stations    which    I    was    about    to 
encounter  on  the  way  from  St.  Petersburg  to  Moscow. 
But  a  change  for  the  better   comes  on  arrival  at  the 
Great    Belt,    when    the    car    is    left    for    the    steamer. 
Descending  to  the  cabin,  the  table  is   laid  with  a  fish 
dinner,  and  the  traveller  enjoys  a  foretaste  of  the  crabs, 
lobsters,  prawns,  &c.,  which  will  give   relish  to  break- 
fasts and  suppers  during  his  sojourn  in  Denmark,  Nor- 
way, and  Sweden.     The  sea  and  its  products  scarcely 
for  an  hour  are  absent ;   and  when  the  stranger  passes 
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from  boat  or  hotel  to  picture  galleries,  still  stormy  waves 
and  hardy  tars  follow  him  in  many  a  faithful  transcript 
of  this  northern  shore  and  sea-faring  people.  The  ocean 
indeed  may  be  said  to  be  the  empire,  the  land  but  the 
accessory  or  the  accident.  I  have  never,  not  even  in  the 
Mediterranean,  enjoyed  a  sail  so  much  as  the  passage 
from  Copenhagen  to  Christiania.  The  steamer  started 
from  the  heart  of  the  city,  as  if  the  sea  were  in  her 
streets,  and  we  threaded  our  way  among  islands  and 
promontories,  passing  bright  sails  in  sunshine,  till  we 
reached  the  fort  of  Elsinore,  where  ramparts,  guns,  and 
soldiers  bristled  around  the  dwelling-place  of  Shake- 
speare's Hamlet.  The  number  of  craft  upon  the  waters 
was  a  surprise  even  to  an  eye  familiar  with  the  English 
Channel  and  the  mouth  of  the  Thames.  The  scene 
would  have  delighted  Vandevelde  in  his  most  calm 
and  sunny  moods,  and  I  am  glad  to  say  that  the  summer 
month  of  June  brought  no  suspicion  of  the  North  Sea 
storms,  which  might  have  favoured  the  art  of  Backhuysen. 
Sunsets  at  this  season  are  dramatic  scenes  arranged  by 
nature.  I  was  fortunate  to  enter  Copenhagen  by  sunset. 
The  train  rushed  rapidly  along  as  if  eager  to  escape 
from  the  western  sky,  but  still  the  glory  of  the  heavens 
kept  close  to  us.  I  had  never  before  known  the  pictorial 
value  of  these  northern  twilights  ;  even  up  to  midnight 
Claude  might  have  made  a  sketch.  On  quitting  Copen- 
hagen I  was  favoured  with  like  experience  ;  I  could  not 
take  my  eyes  from  the  evening  sky  though  dinner  was 
announced.  I  remained  on  deck  supposing  that  the  sun 
would  shortly  be  veiled  in  shadow,  but  he  chose  rather 
to  play  for  hours  over  the  surface  of  the  horizon,  and 
even  at  midnight,  though  sketching  might  be  difficult, 
the  reading  of  a  book  was  possible.  Copenhagen  lies 
in  those  latitudes  where,  in  the  summer  time,  the  tourist 
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cannot  but  watch  the  abnormal  workings  of  nature,  even 
though  his  chief  purpose  may  be  to  study  art  not  in  the 
open  sky,  but  under  the  roof  of  a  museum. 

Copenhagen  though  a  pleasant  is  not  an  ornamental 
city.  It  has  indeed  been  so  often  burnt  that  what  now 
exists  is  but  the  work  of  yesterday.  The  architectural 
student  will  scarcely  find  a  building  or  a  detail  worth 
a  place  in  his  note-book.  And  yet  the  city  is  both 
pleasant  and  picturesque.  The  Baltic  not  only  washes 
the  quays  and  warehouses  but  enters  into  the  heart  of 
the  town,  bridges  break  the  dull  monotony  of  streets, 
the  masts  and  sails  of  ships  enliven  the  distant  per- 
spective ;  the  ramparts  which  encircle  the  city  are 
planted  with  trees  and  environed  by  ocean,  and  from 
many  a  headland  the  eye  stretches  far  away  to  a 
horizon  where  shore,  sea  and  sky  meet  to  vanish. 
Copenhagen,  it  has  been  said,  is  well  placed  alike  for 
commerce  and  for  command  ;  there  too  as  at  a  confluence 
do  the  arts  congregate  in  strength.  I  came  to  Copen- 
hagen to  see  her  famed  collections,  of  which  I  will  now 
endeavour  to  give  a  fair  account  as  far  as  my  limits  and 
knowledge  extend. 

The  Castle  of  Rosenborg,  standing  in  agreeable  public 
gardens,  and  conspicuous  in  the  city  panorama  by  its 
towers,  has  been  turned  to  good  account  as  the  fitting 
receptacle  of  historic  collections.  England  may  fairly 
be  linked  with  this  Danish  structure.  Inigo  Jones,  not- 
withstanding protests  to  the  contrary,  was  in  all  pro- 
bability the  architect.  The  castle  is  a  mongrel  Gothic 
building  of  brick  and  sandstone,  originally  surrounded 
by  a  moat,  and  accessible  only  by  a  drawbridge.  When 
I  was  shown  over  the  precincts  by  Professor  Worsaae, 
I  was  told  that  the  original  ground-plan  would  be  re- 
stored.   This  Castle  of  Rosenborg  was  reared  as  a  royal 
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residence  by  Christian  IV,  in  the  seventeenth  century. 
Subsequently  Frederick  III  conceived  the  idea  of  here 
forming  a  historic  museum,  which  should  gather  together 
state  and  other  collections,  to  illustrate  the  history  of 
Denmark.  In  further  prosecution  of  this  plan  a  royal 
decree  in  the  year  1854  ordained  that  the  diamonds, 
jewels,  and  other  regalia  used  on  certain  solemn  oc- 
casions, should  form  one  collection,  and  become  the 
inalienable  property  of  the  royal  house.  The  chrono- 
logical collection  of  Danish  kings  thus  formed  has  been 
placed  under  the  control,  and  is  maintained  at  the  ex- 
pense, of  the  state.  A  purpose  thus  noble  places  Rosen- 
borg in  equal  rank  with  the  Germanisches  Museum  at 
Nuremberg,  the  Bayerisches  National  Museum  in  Munich, 
and  the  Hotel  de  Cluny  in  Paris.  The  original  idea  has 
been  carried  further  under  decrees  which  gather  to 
Rosenborg  Castle  furniture,  portraits,  state  robes,  arms 
and  armour,  horse  trappings,  jewellery,  and  other  art 
products,  which  serve  to  illustrate  the  public  or  do- 
mestic life  of  the  kings  of  Denmark. 

Rosenborg  is  about  two  and  a  half  centuries  old. 
Entering  the  castle  the  stranger  is  first  introduced  to 
the  audience-room  of  Christian  IV  ;  thence  he  is  con- 
ducted through  a  series  of  apartments,  each  furnished 
chronologically,  so  as  to  represent  the  national,  social, 
and  artistic  condition  of  Denmark  from  the  time  of 
Christopher  I,  in  1448,  downwards.  It  is  a  happy  idea 
thus  to  group  into  distinctive  rooms  the  arts  of  suc- 
cessive periods  ;  each  hall  becomes  as  it  were  a  tableau, 
wherein  may  be  read  the  history  of  the  country.  Yet 
some  will  naturally  object  that  many  of  the  works 
paraded  have  no  pretence  to  be  Danish  ;  the  major  part 
indeed  were  merely  purchased  or  otherwise  acquired. 
Thus  *  the  Oldenborg  Horn,'  the  pride  of  the  collection, 
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is  Gothic  in  design  and  of  German  workmanship.  The 
elaborate  decorations  combining  figures  with  architecture 
represent  incidents  in  the  Hves  of  knights  and  ladies  in 
the  castles  of  Germany.  The  name  is  taken  from  the 
castle  of  Oldenborg,  where  this  magnificent  piece  of 
metal  work,  wrought  in  the  fifteenth  century,  remained 
till  the  seventeenth  century.  More  directly  national  are 
several  examples  of  the  ancient  Danish  Order  of  the 
Elephant  in  enamelled  gold.  On  special  occasions  the 
knights  in  rich  attire  wear  on  their  breasts  the  Order,  in 
form  of  a  magnificent  chain  of  gold,  with  enamelled  ele- 
phants placed  between  gold  castles.  Our  English  Order 
of  the  Garter  also  naturally  finds  a  place  in  this  chrono- 
logical collection,  inasmuch  as  seven  Danish  kings  have 
received  the  decoration,  on  the  ground  of  family  or 
friendly  ties,  or  of  more  directly  political  relations.  To 
Frederick  II,  in  the  latter  half  of  the  sixteenth  century, 
belonged  a  rich  gold  chain,  which  comprises  twenty-six 
enamelled  shields,  bearing  the  well-known  motto  of  the 
Garter  ;  from  the  central  shield  is  suspended  a  medallion 
of  St.  George  and  the  Dragon.  This  fine  work,  sent  to 
Frederick  by  Queen  Elizabeth,  was  presented  with  great 
ceremony.  Solemn  preparations  v/ere  made  in  Elsinore 
at  the  castle  of  Kronborg.  Lord  Willoughby,  the  repre- 
sentative of  Queen  Elizabeth,  met  the  King,  who  was 
surrounded  by  a  splendid  court.  Frederick  received  the 
robes,  and  '  it  was  with  great  pleasure  that  he  wore  the 
Garter,  the  chain,  and  the  image  of  St.  George  ;  and 
when  the  ceremonies  were  ended  all  the  guns  of  Kron- 
borg thundered  across  the  rolling  waves  the  tidings  of 
the  honour  that  had  befallen  the  King.  Then  a  royal 
feast  was  given  in  honour  of  the  Garter,  and  the  day 
ended  with  splendid  fireworks.  On  succeeding  days 
hunting-feasts  and  royal  dinners  were  alternately  given.* 
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It  is  further  said  that  Lord  Willoughby  '  left  Denmark 
with  the  impression  that  a  gallant  King  reigned  over  a 
rich  and  beautiful  country.'  In  looking,  at  these  and 
other  tokens  of  the  greatness  of  Denmark  in  former 
times,  it  is  sad  to  think  how  the  country  has  been 
dismembered  and  the  kingdom  weakened.  Specially, 
an  Englishman,  in  remembrance  of  the  links  which 
down  even  to  the  present  moment  bind  Denmark  and 
England  together,  will  grieve  over  the  evil  days  on 
which  this  brave  nation  have  fallen.  The  people 
naturally  cling  fondly  to  the  past  ;  their  historic  col- 
lections are  heirlooms  which  they  guard  with  a  jealous 
eye. 

The  exceptional  characteristic  of  the  historic  collec- 
tions in  the  Castle  of  Rosenborg  consists,  as  already 
said,  in  the  unities  of  times  and  styles.  As  door  after 
door  opens  the  visitor  seems  introduced  to  the  private 
apartments  of  successive  Danish  kings  :  whatever  they 
most  prized  appears  as  fresh  and  as  living  as  if  the 
monarchs  were  still  alive.  I  scarcely  know  of  any  other 
nation  w^hich  has  been  able  to  make  its  past  history 
thus  present  to  the  eyes  of  the  generation  now  on  earth. 
Among  other  treasures,  the  traveller  not  without  sur- 
prise finds  a  room  full  of  Venetian  glass,  works  which, 
though  familiar  enough  elsewhere,  are  scarcely  looked 
for  in  this  remote  northern  peninsula.  These  Danish 
monarchs  evidently  had  an  appetite  as  omniverous  for 
art  as  the  kings  of  Saxony ;  here,  in  the  midst  of 
Japanese,  Chinese,  and  European  porcelain,  I  was  re- 
minded of  the  Japanese  palace,  and  of 'the  Green  Vaults' 
in  Dresden.  This  chronologic  collection  may  be  said 
to  reach  its  climax  in  the  *  Knights'  Hall,'  placed  at  the 
summit  of  the  castle.  By  its  wide  area  the  traveller  is 
reminded  of  the  Hall   of  Maximilian  in  the  Rathhaus 
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at  Nuremberg,  also  of  the  Kaisersaal  at  Frankfort. 
Unfortunately  this  magnificent  apartment,  as  it  now 
stands,  does  not  date  prior  to  the  last  century.  Large 
tapestries  cover  the  walls ;  at  the  upper  end  of  this 
almost  imperial  chamber  stand  the  silver  thrones  of  the 
king  and  queen  :  hons  on  a  dais  keep  guard.  I  may 
be  permitted  to  add  that  the  pleasure  and  instruction 
of  my  visit  to  Rosenborg  were  much  augmented  by 
the  presence  of  Professor  Worsaae,  who  kindly  accom- 
panied me  from  room  to  room  and  explained  the  general 
scheme,  which  he  in  fact  has  greatly  assisted  in  carry- 
ing to  completion. 

As  before  said,  I  have  never  known  a  city  in  which 
the  collections  of  art  and  of  science  are  arranged  so 
systematically  as  in  Copenhagen.  The  Ethnographic 
and  Archseologic  Museums,  placed  in  proximity  in  'le 
Palais  du  Prince,'  mutually  illustrate  each  other.  The 
idea  has  been  to  resuscitate  what  is  dead  in  archaeology 
by  what  is  living  in  ethnology  ;  in  other  words,  it  was 
thought  that  the  prehistoric  periods  represented  in  the 
Copenhagen  'Museum  of  Northern  Antiquities,'  might 
find  their  analogues  in  the  rude  weapons  of  uncivilized 
tribes  now  living  on  the  globe.  The  same  notion  seems 
to  have  been  seized  upon  by  the  late  Mr.  Christie ;  in 
fact  'the  Christie  Museum'  in  Victoria  Street  is  the 
best  exponent  I  know  of  the  scheme,  carried  out  almost 
to  an  absurdity,  in  Copenhagen.  The  attempt  is  futile 
to  consolidate  costume  into  a  science,  or  to  exalt  flint 
implements  into  an  art ;  much  time,  money,  and  talent 
have  been  sunk  in  these  barren  soils.  Still,  as  I  walked 
through  the  interminable  galleries  of  the  Ethnographic 
Museum,  it  was  made  evident  that  the  primitive  life 
of  man  in  Greenland,  North  America,  Asia,  Africa, 
Java,   Sumatra,   and   the  islands   of  the   South   Pacific, 


COPENHAGEN. 


offers  valuable  elucidation  to  the  prehistoric  lives  of 
Scandinavian  races.  And  yet  I  could  not  but  feel  that 
there  is  a  certain  superfluity,  and  even  vulgarity  in  this 
wholesale  display  of  barbarism. 

The  Museum  of  the  Antiquities  of  the  North  would 
alone  excuse  a  pilgrimage  to  Denmark.  I  had  known 
the  analogous  collection  of  Irish  antiquities  in  Dublin, 
I  had  also  heard  of  the  rivalries  subsisting  between  Irish 
and  Danish  archaeologists  as  to  the  origin  of  generic 
types,  &c.,  common  over  large  areas  in  Europe.  On 
entering  the  Copenhagen  Museum  it  was  at  all  events 
apparent  that  I  could  not  be  in  Ireland.  Here  was 
order,  system,  cleanliness ;  whereas  in  the  Museum  of 
Irish  Antiquities,  in  Dublin,  I  can  over  ten  or  more 
years  testify  to  disorder,  confusion,  and  dirt.  This 
Museum  of  Northern  Antiquities,  which  occupies  a  suite 
of  seven  apartments  in  the  Christiansborg  Palace,  is,  as 
already  indicated,  quite  unique.  It  owes  much,  indeed 
almost  everything,  to  the  late  Professor  Thomsen,  and 
to  the  present  director,  Professor  Worsaae.  The  con- 
tinuous growth  of  the  collection  has  been  assured  by 
a  law  which  entitles  the  crown  to  treasure-trove ;  the 
priest  of  every  parish  is  under  instructions  that  every- 
thing found  shall  be  sent  to  the  Museum,  and  as  full 
value  is  paid  on  delivery,  not  a  week  passes  without 
additions  to  these  truly  national  stores.  Massive  gold 
bracelets  have  been  known  to  be  thus  brought  in  by 
peasants,  and  while  I  was  conducted  through  the  rooms 
by  Professor  Worsaae,  a  recent  '  find '  was  handed  in. 
The  arrangement  is  chronologic  as  far  as  chronology  is 
known  ;  perhaps  I  should  rather  say  that  the  classifica- 
tion is  based  on  the  three  materials  of  stone,  bronze, 
and  iron,  which  are  now  generally  accepted  as  the  in- 
dices to   successive  periods.     Of  flint  implements  and 


MUSEUM  OF  NORTHERN  ANTIQUITIES.  9 

bronze  spearheads,  &c.,  I  have  nowhere  seen  so  nume- 
rous or  perfect  examples. 

The  Museum  of  Northern  Antiquities,  which  has  from 
time  to  time  been  greatly  augmented  by  excavations  of 
tumuli,  or  by  '  finds '  in  course  of  tillage  of  the  soil,  now 
occupies  about  20  rooms,  each  18  feet  square:  the  total 
number  of  specimens  exhibited  amounts  to  nearly  40,000. 
Unfortunately  these  treasures  are  open  only  twice  a  week, 
for  two  hours  at  a  time,  and  it  is  not  easy  to  gain  special 
permission  for  inspection,  inasmuch  as  the  massive  gold 
treasures  need  to  be  strictly  guarded.  There  is,  for 
instance,  a  gold  necklace  which  weighs  three  pounds. 
In  silver,  too,  there  are  fibula,  goblets,  &c.,  of  great 
value.  It  is  indeed  amazing  to  think  of  the  wealth  of 
precious  metal  which  was  buried  in  the  earth.  I  shall 
not  attempt  to  describe  individual  objects :  to  some 
extent  the  public  eye  has  become  familiar  with  these 
stone,  bronze,  silver,  gold,  and  iron  implements,  their 
analogues  existing  in  Ireland,  Scotland,  and  the  north 
of  Europe  generally.  Antiquaries  I  have  found  much 
divided  as  to  the  nationalities  of  these  prehistoric  and 
early  historic  relics.  In  Ireland  the  inclination  naturally 
is  to  claim  all  to  herself,  and  to  allow  to  Denmark  little 
or  nothing.  The  antiquaries  of  Copenhagen,  on  the 
contrary,  who  have  studied  zealously  under  every  pos- 
sible advantage,  just  as  naturally  make  Denm.ark  the 
centre  of  these  remarkable  manifestations  of  art  in  the 
midst  of  barbarism.  But  these  disputes  may  often  be 
set  at  rest  by  the  character  of  the  work — Dublin 
archaeologists  distinguish  between  Irish  and  Danish 
manufacture  ;  and  in  Copenhagen  and  Stockholm,  local 
antiquaries  determine  between  Scandinavian  and  Hiber- 
nian workmanship.  Yet  doubtful  specimens  crop  up, 
and  some  confusion   naturally  follows,  when  a  Danish 
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work  has  been  imported  into  Ireland,  or  an  Irish  work 
into  Denmark.  The  intercourse  known  to  have  existed 
in  ancient  times  naturally  led  to  the  interchange  of  arts, 
if  not  also  of  artisans.  But  I  do  not  wish  to  enter  on 
antiquarian  discussions. 

Yet  in  few  words  it  may  be  well  to  indicate  some 
leading  divisions  in  this  exhaustive  collection.  On  en- 
tering I  eagerly  recognised  a  '  Danish  midden,'  the  first 
I  had  seen,  a  conglomeration  which  may  be  compared 
to  the  refuse  of  a  modern  ashpit.  In  this  consolidated 
medley  are  found  oyster  shells,  the  bones  of  animals, 
birds,  and  fishes,  with  a  few  flint  implements,  I  ven- 
tured to  argue  with  Professor  Worsaae  that  these  for- 
mations might  be  chance  washings  and  deposits  of  the 
seas  or  streams,  but  the  Professor  strenuously  contended 
that  they  pertained  to  human  dwellings  of  the  prehistoric 
Stone  period.  It  is  curious  that  any  people  should  make 
their  existence  known  by  deposits  so  low  in  the  order 
of  creation  as  middens.  But  the  early  peopling  of 
Denmark,  and  indeed  the  very  formation  of  the  penin- 
sula rescued  from  the  waters,  suggest  interesting  pro- 
blems. In  travelling  through  the  country,  the  land  is 
found  to  be  everywhere  a  late  alluvial  deposit ;  lime- 
stone is  unknown  ;  the  large  granite  boulders  scattered 
over  the  tertiary  formation  were,  it  is  suggested,  floated 
down  on  icebergs  while  as  yet  Denmark  remained  under 
water.  The  country  came  late  to  the  surface,  hence 
everything  is  behindhand,  nature  as  well  as  civilization  ; 
much  time  had  been  lost  in  making  a  beginning,  and 
thus  primitive  Danes  were  still  fashioning  bone  or  flint 
arrowheads,  and  were  constructing  nothing  more  noble 
in  the  way  of  monumental  art  than  middens,  at  a  period 
when  nations  in  the  East  had  finished  pyramids,  tem- 
ples, and  palaces.     It  is  interesting  to  picture  in  imagi- 
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nation  the  aspect  of  the  Danish  landscape  soon  after  the 
fine  morning  when,  according  to  local  authorities,  '  Den- 
mark seems  to  have  been  raised  by  a  powerful  convul- 
sion of  nature  from  the  bosom  of  the  sea.'  Aspen  forests, 
it  is  supposed,  first  covered  the  nakedness  of  the  land, 
then  followed  the  fir,  but  as  yet  the  beech  was  unable 
to  obtain  footing.     As  a  preparatory  measure,  we  are 
told   that   'the    earth   was    covered    with    oaks   of  that 
species  termed  the  winter  oak,  which  differs  from    the 
now  prevailing  species,  the  summer  oak  ;  these  were  suc- 
ceeded by  groves   of  alder,   until  all   was  so    prepared 
and  developed  that  the  light  and  beautiful  beech  spread 
its   crowns  over  the  whole  country.'     These  successive 
growths  are   recorded  by  the   deposits  in  ancient  peat 
bogs.     How  fine  a  feature  in  the  Danish  landscape  are 
these  beech  forests  I  v/as  able  to   realise  in  an   excur- 
sion which  I  made  to  Klampenborg,  in  the  Deer  Park 
bordering  on  Copenhagen.     No  finer  beech  trees  have 
I  ever  seen  ;  the  beech  woods  in  Windsor  Forest,  which 
I   have  sketched,  are   more  rugged  and   ancestral,  but 
here  on  this  alluvial  soil,  specially  prepared,  according 
to  Professor  Worsaae,  by  the  hand  of  nature,  through 
successive  vegetative  growths,  each  individual  tree  shoots 
to    the  sky  as    if  to    assert  the   rights    of  the  species. 
These  beech  stems,  with  their  superincumbent  foliage, 
made  for  me  magnificent  umbrellas  during  a  merciless 
deluge  in  the  summer  month  of  June.     Yet  I  confess  to 
have  my  doubts  as  to   the  bold  generalizations  which 
would  seek  to  connect  stone,  bronze,  and  iron  implements 
with  oak  forests  and  beech  woods.     Professor  Worsaae, 
the  most  brilliant  of  writers  on  prehistoric  remains,  re- 
minds me  of  Professor  Liebig  in  another  sphere.     The 
theories  seem  to  fit  too  truly  to  be  true.  Yet  very  delight- 
ful are  the  pictures  thus  presented  to  the  imagination. 
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The  Museum  of  Northern  Antiquities  may  be  used 
in  many  ways  in  illustration  of  bygone  ages.     Accord- 
ing  to   Professor  Worsaae,   the  first    inhabitants,  three 
thousand    years   ago,    finding    the   whole    of   Denmark 
covered    with    enormous    forests,    made    to    themselves 
flint  hatchets,   arrow-heads,   and    other   implements,  to 
fell  tim^ber,  construct  dwellings,  and  procure  food.     The 
infinite  number  of  such  weapons  in  this  museum,  and 
elsewhere,  indicates    that   the  savage  populations  were 
neither  scanty  nor  inactive.     Indeed,  that  these  northern 
regions  were  well  peopled   and  well   to  do,   is   attested 
by  the  modes  of  sepulture  as  much   as  by  the   means 
of  living.     The  cases  in  the   museum  indicate  the  lo- 
calities of  the  barrows  or  grave-hills  whence  the  treasures 
were    exhumed :    the   tombs,    like    their    contents,    are 
divisible  into  the  Stone  period,  the  Bronze  period,  and 
the  Iron  period  ;    to   the  last  belong  the  inscribed   se- 
pulchral or  Runic  stones.     Many  of  these  graves — some 
called  from  their  size  '  the  graves  of  the  giants ' — faring 
the  common  fate  of  tombs  in  Etruria,  Egypt,  and  the 
Crimea,  have  been  opened  and   plundered  long  ago.     I 
may  here  remark  on  the  presence  of  amber  ;  for  example, 
in  the  third    room  is  a  collar  of  this  gem  of  the   sea, 
and  in  a  tumulus  opened  in  Jutland  no  less  than  four 
thousand  pieces  have  been  discovered.     I  was  the  more 
interested    in    finding   this   lovely  material    among   the 
spoils  rescued  from  the  remote  past,  because  one  Sunday 
evening,  while  walking  on  the  pebbly  shore  at  sunset, 
the  waves  washed  to  my  feet  a  piece  of  golden  amber. 
This  pretty  and  mysterious  material  I  had  associated 
more  with  the  shores  of  the  Mediterranean  than  with 
the  northern  coasts  of  the  Baltic.     A  few  weeks  later, 
on    reaching   St.  Petersburg,  I   saw    in  the  Hermitage, 
amone;  the  treasures  exhumed  from  ancient  tombs  in 
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the  Crimea,  amber  ornaments.  That  amber  should  be 
found  at  the  distance  of  several  thousand  miles  asso- 
ciated alike  with  Scandinavian  and  Greek  works,  is 
an  interesting  coincidence  in  the  history  of  national  arts. 
The  age  of  bronze  in  these  '  Northern  Antiquities  ' 
marks  an  era  of  comparative  civilization  ;  indeed,  so 
abrupt  is  the  transition  between  stone  and  bronze,  that 
an  irruption  into  the  peninsula  of  a  new  race  has  been 
inferred.  The  fourth  and  fifth  rooms  are  occupied  with 
swords,  hatchets,  hair-pins,  helmets,  knives,  a  bronze 
crown,  a  bronze  trumpet,  &c.  ?\Iany  of  these  objects 
show  a  system  of  geometric  and  conventional  ornament 
which  implies  that  art  among  these  people  had  already 
passed  from  infancy  to  maturity.  The  comparatively 
late  date  to  which  these  works  belong  makes  such 
advancement  not  impossible  here  in  Denmark.  '  The 
Age  of  Iron,'  commencing,  it  is  conjectured,  with  the 
third  century,  is  not  in  such  force  in  Denmark  as  in 
Sweden  ;  yet  the  museum  proves  that,  as  time  went  on, 
art  developments  were  in  progress.  The  ability  to  work 
in  the  hard  and  not  easily  fusible  metal  of  iron  implies 
the  power  to  manipulate  also  the  more  fusible  and  more 
manageable  metals  of  bronze,  silver,  and  gold  ;  thence 
the  iron  age  in  Denmark  represents  a  period  when  the 
people  were  in  command  of  all  appliances  needful  to 
obtain  the  necessaries  and  even  the  luxuries  of  life. 
This  was  the  epoch  of  swords,  also  of  brooches  (very 
numerous  throughout  Scandinavia),  also  of  circlets  for 
the  neck  and  head,  armlets,  &c.  Gold  abounds  in  this 
iron  age  ;  in  fact  the  meeting  of  iron  and  gold  indicates 
that  Denmark  found  the  means  of  uniting  the  hardihood 
of  the  warrior  with  the  luxury  of  the  courtier.  In  .point 
of  art  design,  marked  characteristics  of  this  period  are 
the  symmetric  windings  and  the  intricate  interweavings 
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of  geometric  and  grotesque  ornament.  The  Runic  knot 
was  by  this  time  fully  developed.  I  know  of  no  more 
interesting  question  in  the  archaeology  of  national  arts 
than  the  origin  and  diffusion  of  this  Runic  surface  de- 
coration, which  I  have  traced  as  far  south  as  Verona, 
Padua,  &c.,  and  which  has  a  geographic  distribution  in 
the  North  of  Europe,  extending  over  Denmark,  Norway, 
Sweden,  Scotland,  and  Ireland.  I  confess  that  this 
mysterious  and  mystic  surface  ornamentation  has  always 
moved  my  imagination  greatly  ;  and  one  motive  in 
visiting  Scandinavia,  was  to  place  myself  at  this  chief 
Runic  centre. 

Denmark  is  a  rich  mine  of  antiquities  :  barrows  and 
peat-bogs  are  as  museums,  and  even  a  sandpit,  a  ditch, 
or  a  furrow  in  a  ploughed  field  may  yield  prehistoric 
treasures.  The  authorities  recommend  the  country 
people  to  preserve  even  the  most  trivial  and  common 
specimens.  The  law  provides,  as  already  stated,  that 
all  gold  and  silver  ornaments  and  other  valuable  articles 
which  are  found  in  the  earth  shall  be  forwarded  to  the 
royal  collections,  where  the  full  value  of  the  metal  will 
be  paid  to  the  finder.  Articles  in  stone,  wood,  or  clay 
are  not  included  in  this  provision,  but  people  are  very 
properly  informed  that,  whatever  the  material,  the  best 
price  is  given  at  the  Museum  of  Scandinavian  antiquities. 
The  following  passage,  with  which  Professor  Worsaae 
concludes  his  work  on  the  primeval  remains  of  Den- 
mark, seems  worthy  of  the  most  painstaking  of  paternal 
governments  : — 

'  Parties  who  do  not  themselves  possess  any  knowledge  of  antiquities 
would  do  well,  if  they  discover  anything  remarkable^  to  apply  to  the 
clergyman,  schoolmaster,  or  other  intelligent  person  on  the  spot,  who  may 
be  able  to  determine  what  is  deserving  of  attention.  In  this  respect  it 
would  be  of  great  utility  if  all  over  the  country,  in  every  large  parish  for 
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instance,  or  at  least  in  every  district,  several  intelligent  men  would  form 
an  association  for  protecting  the  most  remarkable  antiquities  from  de- 
struction, and  for  co-operating  with  the  lower  classes  in  examining  barrows 
and  preserving  antiquities.' 

The  people  of  the  country  are  discouraged  from  the 
wholesale  or  indiscriminate  opening  of  barrows.      Not 
one  in  a  hundred  contains  an  article  of  any  worth  ;  from 
which  it  may  be  inferred  that  the  majority  of  the  in- 
habitants in  former  times,  as  now,  were  poor,  and  could 
not  afford  to  bury  with  the  dead  what  was  needful  to 
the  living.     Barrows  in  Denmark  have  been  sufficiently 
numerous  to    encumber   the  soil  and   to    impede    agri- 
culture, and  the  stones  which  mark  the  sites  or  crown 
the  mounds  are  of  immediate  value  in  a  country  where 
building  materials  are  scarce.      Denmark,  though    pro- 
bably  peopled    late,    is    no    exception    to    the    all    but 
universal  rule  that  the  whole  earth  is  one  vast  sepulchre, 
and  that  the  living,  whenever  they  can,  prey  upon  the 
dead.     A  plea  is  reasonably  put  in  for  the  preser\'ation 
of  monuments  placed  in  picturesque  places,  on  heights 
for  example,  or  in  woody  districts  or  forests.     It  has 
been    thought   not    too   much   to    ask    that    the   Danes 
should    reverence    such    tombs    of    their    ancestors    as 
may  still  add  to  the  attractions  of  the  country.     In  fact, 
the  unearthing  of  the  dead  is  properly  disapproved  save 
on   some  righteous  plea,  such  as  '  to  gain   information 
respecting  the  ancient  history  of  our  forefathers.'     And 
with  this  end  it  is  important  that  a  record   should  be 
kept  by  means  of  a  written  description,  a    drawing  or 
a  photograph  of  the  external  aspect  of  the  tomb  ;  notes 
also  should  be  made  of  the  position  and  general  appear- 
ance of  the  internal  contents.     Such  obvious  injunctions 
do  not  apply  to  Denmark  only  :  every  traveller  who  has 
entered  the  tombs  of  Etruria  or  of  Egypt  knows  the 
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historic  value  of  such  data,  now,  alas  !  in  most  instances  • 
too  late  to  preserve.     But,  in  the  somewhat  analogous 
case  of  *  bone  caverns,'  in  Devonshire,  praiseworthy  pains 
have  been  taken  to  preserve,  or  to  record,  the  precise 
position  of  organic  or  other  remains. 

Denmark  cannot  be  expected  to  show  sepulchres  of 
the  magnificence  of  the  Etruscan  tomb  beneath  Peru- 
gia, still  the  Copenhagen  Museum  boasts  of  funereal 
memorials  of  princely  families.  Sepulchres  belonging 
to  the  '  Iron  period '  were  discovered  in  the  isle  of 
Bornholm.  In  one  of  these  appeared  the  body  of  the 
deceased,  full  length,  with  dresses,  arms,  and  ornaments. 
Close  by  were  placed  fibulae,  pearls,  a  circlet  of  gold,  a 
sw^ord,  and  fragments  of  pottery.  The  date  is  about 
the  fifth  century  of  the  Christian  era.  A  more  rich 
'  find,'  also  in  the  museum,  fell  to  the  good  luck  of  a 
husbandman,  while  working  in  a  field  in  Fionie  :  the 
gold  ornaments  were  valued  at  from  ten  to  twelve 
thousand  pounds.  This  treasure-trove,  one  of  the  most 
precious  yet  discovered  in  Denmark,  belongs  to  the  fifth 
or  sixth  century  of  our  era.  In  the  tomb  was  a  chain 
of  gold,  the  separate  links  of  which  could  be  broken 
away  and  used  as  money  at  a  period  when  Denmark 
had  not  a  coinage.  The  ornamentation  in  some  in- 
stances shows  Byzantine  influence,  and  attests  to  the 
close  relations  which  formerly  subsisted  between  Den- 
mark and  the  countries  of  the  East.  In  some  of  these 
tombs  are  found  moneys  of  the  Byzantine  emperors  of 
the  fifth  and  sixth  centuries — coins  have  naturally  in  all 
times  been  singularly  ubiquitous.  This  intermingling 
of  distant  national  arts  is  among  the  most  interesting 
characteristics  of  these  semi-barbaric  works  ;  the  highest 
types  are  seldom  present,  but  strange  traits  of  recondite 
races  and  of  remote  regions  provoke  to  instructive  but 
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interminable  speculation.  The  epoch  of  the  Vikings, 
extending  from  the  eighth  to  the  eleventh  century,  also 
receives  important  illustration.  This  is  the  period  of 
rampant  and  devouring  dragons.  Denmark  still  re- 
mained under  paganism,  while  in  southern  and  central 
Europe  Christianity  had  already  wrought  a  revolution 
in  the  arts.  That  Arab  and  Anglo-Saxon  coins  are 
found  in  these  tumuli  is  a  proof  that  Scandinavia  was 
not  shut  off  from  the  commonalty  of  nations.  Another 
tomb,  preserving  trappings  of  horse  and  chariot,  recalls 
the  following  description  in  one  of  the  sagas  of  the 
funeral  of  King  Harald  Hildetand,  killed  in  battle  in  the 
eighth  century  :  '  After  the  combat  the  victor,  Sigurd 
Ring,  caused'  search  to  be  made  for  the  corpse  of  his 
uncle.  The  body  was  washed,  placed  on  the  chariot  in 
which  the  King  had  fought,  and  transported  to  the 
interior  of  the  mound  expressly  prepared  ;  afterwards 
the  horse  was  killed  and  placed  in  the  tumulus  with  a 
saddle,  in  order  that  King  Harald  might  at  his  choice 
go  to  the  Valhalla  either  on  horseback  or  in  a  carriage. 
Ring,  the  victor,  gave  a  great  funeral  festivity,  and 
enjoined  that  the  warriors  and  grandees  present  should 
cast  into  the  tomb  large  rings  and  choice  arms  in  honour 
of  the  deceased  King.'  This  vivid  picture  enables  the 
visitor  to  restore  to  life  the  dead  fragments  conser\^ed 
within  the  museum.  I  will  mention  but  one  more  of 
these  tombs,  that  of  King  Gorm,  of  the  tenth  century, 
and  of  his  wife,  Thyra  Darrebod  :  the  sepulchral 
chamber  was  constructed  of  oak,  clothed  with  linen  and 
painted  ;  fragments  remain  of  a  warrior  in  armour. 
Among  smaller  objects  may  be  mentioned  a  silver 
goblet  and  plaque  of  gold,  bearing  the  common  device  of 
interlacing  dragons.  Other  precious  relics  were  pillaged 
during  the  middle  ages.     It  is  fondly  supposed  that  here 
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we  have  the  art  objects  by  which  Queen  Thyra  sur- 
rounded herself  during  Hfe.  The  Queen  was  converted 
to  Christianity,  and  became  the  protectress  of  the  new 
faith.  Thus  with  this  tomb  may  be  said  to  close  the 
reign  of  paganism.  But  in  northern  as  in  southern 
nations,  art  types  and  subjects  are  often  carried  from 
pagan  into  Christian  times. 

It  may  strike  the  reader  as  strange  that  in  Denmark, 
a  comparatively  small  kingdom,  wherein  civilisation 
was  late  to  dawn,  there  should  be  opened  up  richest 
mines  of  art ;  the  explanation,  however,  is  strictly  in 
accordance  with  universal  law.  It  is  evident  that  Den- 
mark, when  contrasted  with  Egypt,  Assyria,  Greece,  or 
Rome,  is  comparatively  modern  ;  yet  when  pitted  against 
her  neighbours  in  the  north  she  was  in  early  times  fore- 
most. England  after  centuries  of  predatory  incursions 
finally  submitted  to  the  conqueror,  and  Canute  the  Great 
was  King  alike  of  Denmark  and  of  England.  The  most 
brilliant  time  in  the  Scandinavian  kingdom  extended 
from  the  eleventh  to  the  thirteenth  century,  the  territory 
then  extended  to  and  comprised  part  of  Prussia ;  that  Ger- 
many should  in  the  nineteenth  century  have  plundered 
and  impoverished  her  northern  neighbour  is  one  proof 
among  many  how  times  have  altered  since  the  epoch 
when  Denmark  was  rife  in  gold  and  fertile  in  art.  The 
treasures  now  stored  as  heirlooms  in  this  poor  promon- 
tory are  to  be  accounted  but  as  the  natural  products 
of  a  period  of  power  and  luxury.  To  the  universal 
law  Denmark  is  no  exception,  the  point  at  which  the 
kingdom  culminated  politically  and  commercially  was 
the  period  when  the  arts  flourished  which  now,  that 
wealth  and  power  have  passed  to  other  shores,  we  look 
on  as  unusual  phenomena. 

I  may  here  take  occasion  to  speak  of  the  astounding 
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weight  of  gold-work  which  not  unnaturally  takes  the 
traveller  by  surprise  in  the  museums  of  Northern  Europe. 
In  the  Copenhagen  collection,  ornaments  in  the  precious 
metals  are  of  such  value  as  to  be  placed  under  lock  and 
key  in  iron  safes.  In  Stockholm  the  Museum  of  Scan- 
dinavian Antiquities  affords  abounding  evidence  that 
the  Swedish  soil,  when  upturned,  is  rich  even  beyond 
conjecture  in  works  of  the  precious  metals.  And  when 
I  come  to  speak  of  the  antiquities  of  Kertch,  Scythia, 
and  other  districts,  now  within  the  Russian  Empire, 
collected  in  the  Hermitage  at  St.  Petersburg,  it  will 
further  appear  that  the  distribution  of  gold  in  ancient 
times  was  liberal  not  only  over  the  northern  parts  of 
Europe  now  known  as  Denmark,  Norway,  Sweden, 
Finland,  but  reached  if  possible  more  plenteously  to 
the  southern  portions  of  the  present  Russian  empire, 
including  the  Crimea,  and  the  regions  bordering  on 
the  Caspian  and  on  the  rivers  which  empty  their  waters 
into  the  Black  Sea.  In  presence  of  the  vast  mass  of 
ancient  gold-work  which  thus  met  me  in  Copenhagen, 
Christiania,  Stockholm,  and  St.  Petersburg,  I  was  more 
than  ever  struck  with  the  bold  and  unauthorised  assertions 
made  in  that  voluminous  but  conjectural  catalogue  of 
Antiquities  in  the  Museum  of  the  Royal  Irish  Academy, 
Dublin,  by  W.  R.  Wilde.  Among  other  wordy  specu- 
lations, I  find  the  following  unsubstantiated  statements  : 
'A  greater  number  and  variety  of  antique  articles  of 
gold  have  been  found  in  this,  than  in  any  other  country 
in  north-western  Europe,  from  the  Alps  to  the  utmost 
inhabited  limits  of  Norway  or  Sweden'  (p.  i).  Again, 
at  page  99,  occurs  a  characteristic  Irish  brag  as  follows  : 
'We  think  it  must  be  acknowledged  that  we  have  es- 
tablished the  position  with  which  this  section  of  the 
Catalogue  was   commenced,  that  no  other   country  in 
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Europe  possesses  so  much  manufactured  gold,  belonging 
to  early  and  medieval  times  as  Ireland.' 

Before  closing  this  somewhat  lengthened  description 
I  must  mention  a  curious  collection  of  Icelandic  calen- 
dars. .  I  do  not  recall  a  display  so  remarkable  except 
perhaps  in  the  Museum  of  Christiania.  This  primitive 
way  of  reckoning  time  by  notches  on  long  sticks  of 
wood,  dates  back,  as  here  proved,  to  the  tenth  century, 
and  is  continued  down  to  the  present  day,  the  old  sym- 
bols being  still  in  use.  The  months  and  the  seasons  are 
curiously  represented  by  signs  ;  a  goose  denotes  Michael- 
mas, a  glove  winter,  a  hatchet  the  return  of  spring. 
I  felt  much  tempted  to  make  a  sail  from  Copenhagen 
to  marvellous  Iceland.  Denmark  keeps  up  communi- 
cation with  this  northern  island.  I  may  here  mention 
a  prevailing  belief  in  northern  latitudes  of  the  pre- 
Columbus  discovery  of  America.  The  Icelandic  sagas 
are  said  to  prove  that  America  was  discovered  in  the 
tenth  century,  and  that  a  first  settlement  was  then 
made  in  Massachusetts.  It  is  also  stated  that  Columbus 
visited  Iceland  in  1477,  and  obtained,  it  is  supposed,  the 
data  on  which  to  found  his  expedition.  The  volumes 
of  the  Societe  des  Antiquaires  du  Nord,  and  other 
works  published  in  Copenhagen,  state  the  grounds  on 
which  this  belief  rests.  Before  concluding,  I  must  mention 
that  one  room  is  devoted  to  the  runic  stones  which  are 
found  throughout  Denmark.  They  mostly  date  about  the 
ninth,  tenth,  and  eleventh  centuries  ;  some  are  found  to 
exist  as  late  as  the  fifteenth  century.  These  monoliths 
were  a  kind  of  tombstones  used  to  preserve  the  memory 
of  relatives,  or  great  personages  ;  they  were  usually  set  up 
along  roads  or  around  tumuli.  The  inscriptions  are  in 
ancient  Danish.  With  the  introduction  of  Christianity 
the  use  of  runes  became  more  and  more  rare.     One  of 
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these  stones,  discovered  near  a  tumulus,  bears  a  runic 
inscription,  which  translates  as  follows,  'Turkir,  son  of 
Tuke,  erected  this  stone  in  memory  of  his  brother 
Thule.'  An  intelligent  attendant  who  accompanied 
me  over  the  magnificent  collection  of  Northern  Anti- 
quities in  Stockholm,  wrote  the  runic  characters  with 
fluency,  and  understood  their  meaning. 

The  Museum  of  Northern  Antiquities  is  able  to 
afford  ten  rooms  to  the  middle  ages  and  to  modern 
times.  The  collection  closes  with  the  seventeenth  century, 
a  period  fatal  to  national  art,  under  the  influence  of 
the  Renaissance.  Some  of  the  church  metal-work  has 
a  distinctive  character.  Thus  there  are  old  reliquaries, 
rude  and  probably  of  native  workmanship  ;  there  are 
censers  with  runic  inscriptions  ;  there  are  shrines  of 
the  twelfth  century,  one  of  which  also  bears  a  runic  in- 
scription ;  there  is  likewise  a  remarkable  '  devant  d'autel ' 
of  the  twelfth  century,  composed  of  plates  of  copper 
upon  oak,  repousse  work  enriched  with  stones  ;  the 
subjects  are  from  the  Old  and  New  Testaments.  Seven 
churches  in  Jutland  and  Slesvig  possess  analogous  and 
contemporaneous  works.  Another  altar  decoration  re- 
presents the  heavenly  Jerusalem  ;  here  appear  the  Re- 
deemer on  the  Cross,  Christ  as  supreme  Judge,  Christ  in 
Glory,  &c.  I  was  greatly  struck  with  some  of  these 
works,  from  their  size,  their  unusual  style,  and  their  bar- 
baric grandeur.  The  wood-work,  also  taken  from  Danish 
churches,  had  as  usual  a  distinctive  national  character. 
Three  halls  are  decorated  with  a  grand  series  of  tapestries 
relating  to  Danish  kings,  and  manufactured  in  the 
sixteenth  century  in  Denmark.  The  traveller  will  look 
with  interest  on  a  watch  and  other  personal  relics  of  the 
Scandinavian  astronomer,  Tycho  Brahe,  whose  famous 
observatory,    now    in   ruins,    stood   on   a   neighbouring 
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island,   commanding   a    lovely  panorama  of  coast  and 
sea. 

Copenhagen  is  so  completely  provided  with  museums 
of  art  and  of  science,  as  well  as  with  directly  educational 
institutions,  as  to  be  able  to  sustain  the  intellectual  life 
of  the  people.  The  number  of  students  and  professors 
in  the  University  prove  that  the  Danes  are  an  educated 
people.  The  Royal  Library  contains  upwards  of  400,000 
printed  volumes  and  15,000  manuscripts, — among  the 
latter  are  valuable  Icelandic  works.  The  department  of 
Scandinavian  literature  has  been  made  specially  strong ; 
the  illuminated  books  are  also  of  exceptional  value. 
Local  interest  likewise  attaches  to  the  Royal  cabinet 
of  coins  and  medals  ;  the  collection  comprises  ancient 
Danish  coins,  also  Persian  coins  dug  up  in  the  island 
of  Jutland.  The  Royal  collection  of  engravings  num- 
bers 30,000  plates.  The  Museum  of  Egyptian,  Grecian, 
and  Roman  antiquities  contains  little  that  is  remarkable ; 
many  of  the  Roman  remains,  including  an  important 
mosaic,  are  from  Carthage.  The  Museum  of  Natural 
History  boasts  of  the  largest  piece  of  native  silver  in  the 
world,  from  the  Norwegian  mines  at  Kongsberg.  That 
northern  antiquities  are  so  rich  in  works  in  silver  is 
a  natural  consequence  of  the  richness  of  local  mines. 
Copenhagen  has  besides  some  few  private  collections. 
The  traveller  will  also  do  well  to  enter  the  heavy  and 
huge  Palace  of  Charlottenborg,  now  the  Academy  of  the 
Fine  Arts.  Here,  as  in  the  academies  of  Dusseldorf  and 
Munich,  the  professors  are  liberally  provided  by  the  state 
with  studios  and  apartments.  Thorwaldsen,  after  his 
return  from  Italy,  resided  in  this  palace.  In  the  council- 
hall  is  the  sculptor's  portrait,  together  with  the  portraits 
of  successive  presidents.  Of  the  Thorwaldsen  Museum  and 
of  '  the  Church  of  our  Lady '  I  shall  speak  in  the  sequel. 
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The  stranger  in  Copenhagen  cannot  help  being  struck 
with  the  vast  proportions  of  castles,  museums,  academies, 
and  palaces,  compared  with  the  diminutive  size  of  the 
kingdom.  An  instance  in  point  is  the  unwieldy  and 
overgrown  palace  of  Christiansborg.  Its  heavy  fa9ade, 
like  other  public  edifices  in  the  city,  is  unredeemed  by 
beauty  of  architectural  design.  Four  bas-reliefs  by 
Thorwaldsen,  representing  Minerva  and  Prometheus, 
Hercules  and  Hebe,  Jupiter  and  Nemesis,  ^sculapius 
and  Hygaea,  belong  to  the  period  of  the  great  sculptor's 
decline.  The  apartments  within  are  large,  dreary,  and 
interminable,  but  the  walls  are  occasionally  relieved  by 
modern  paintings  of  the  Danish  academicians  Lorenzen, 
Eckersberg,  and  Lund.  Also  a  hall  is  decorated  by 
the  famous  '  Triumphal  March  of  Alexander,'  to  which  I 
shall  again  refer  when  I  come  to  speak  of  Thorwaldsen. 
Likewise  the  great  Banqueting  Hall,  one  of  the  grandest 
apartments  in  Europe,  is  adorned  with  a  procession  of 
Bacchus  and  Ceres  by  the  Danish  sculptor  Bissen.  A 
nation  which  owns  Thorwaldsen,  Bissen,  and  Jerichau, 
as  contemporaries,  all  working  for  the  honour  of  the 
country,  has  acquired  a  right  to  a  leading  art  position 
in  Europe.  The  sculptors  of  Denmark,  for  some  cause 
not  very  obvious,  are  much  in  advance  of  the  painters 
and  the  architects.  Nothing  in  fact  can  be  more  com- 
monplace than  the  architectural  structures  which  burden 
the  streets  and  squares  of  Copenhagen. 

The  Royal  collection  of  pictures  occupies  the  whole 
of  the  upper  floor  of  the  fa9ade  of  this  vast  Christians- 
borg Palace.  The  Gallery  numbers  a  total  of  701  works, 
of  which  506  are  by  old  masters,  and  195  by  modern 
Danish  artists.  Formerly  the  collection  consisted  of 
about  1000  pictures,  but  it  has  been  from  time  to  time 
weeded   of  some  of  its   rubbish, — and   more   could   be 
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spared  with  advantage.  In  the  course  of  last  century 
it  is  said  there  was  foul  play,  in  the  way  of  murderous 
picture-cleaning,  but  the  works  with  few  exceptions 
could  never  at  their  best  have  been  of  very  high  quality  ; 
indeed  the  Copenhagen  Gallery  takes  only  a  second  or 
third  rate  position  among  the  museums  of  Europe.  The 
contents  have  been  gathered  from  all  countries  by  suc- 
cessive kings,  and  consequently  naturally  partake  of  a 
very  miscellaneous  character.  The  Dutch  masters  are 
the  best.  For  more  or  less  merit  I  have  marked  pictures 
by  Backhuysen,  Both,  Does,  Dubbels,  Le  Due,  Ever- 
dingen,  Goyen,  Huysum,  Franz  Mieris,  Paul  Potter, 
Ruysdael,  Steen,  Teniers,  Wouverman,  and  Zorg.  Though 
very  few  of  these  are  worth  the  attention  of  students 
familiar  with  better  galleries,  yet  the  collection  is  suf- 
ficiently good  and  representative  to  enable  the  un- 
travelled  Dane  to  form  a  fair  general  idea  of  the  leading 
schools  of  Europe.  In  fact,  as  before  said,  what  greatly 
impresses  the  traveller  is  the  expressly  educational  cha- 
racter of  these  Copenhagen  collections.  An  ordinary 
private  gentleman  need  scarcely  go  beyond  the  capital 
of  his  country  in  order  to  complete  his  education  in 
science  or  art.  And  yet  a  more  perfect  knowledge  of 
Italian  and  other  schools  is  reasonably  sought  by  foreign 
travel.  Rubens  and  Jordaens — the  most  widely  dis- 
persed of  painters — make  themselves  much  at  home  in 
Copenhagen  ;  the  purveyors  of  the  gallery  certainly  had 
the  reverse  of  recondite  taste  and  knowledge.  On  the 
whole  this  collection  is  the  least  remarkable  of  the 
national  treasures.  It  is  not  quoted  by  Waagen  or 
Kugler,  nor  does  it  deserve  to  be ;  and  it  is  only 
mentioned  once  by  Crowe  and  Cavalcaselle :  what 
these  veracious  critics  say  confirms  the  impression 
that    the   pictures    have    greatly    sufTered.      In    a    list 
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of  Andrea  del  Sarto's  obscure  paintings  is  the  following 
entry  : — 

'  Copenhagen.  Gallery  of  Christiansborg.  No.  3,  Canvas-portrait  of  a 
man  in  a  black  cap  looking  at  the  spectator  over  his  left  shoulder,  much 
injured  and  so  completely  renewed  as  to  permit  of  no  certainty  as  to 
whether  it  is  by  del  Sarto  or  his  pupils.' 

The  room  in  the  Christiansborg  Palace  devoted  to  the 
national  school  of  painting  has  better  claim  to  notice. 
And  yet  when  Denmark  has  taken  part  in  international 
competitions,  as  in  London  in  1862,  and  in  Paris  in  1867, 
she  has  scarcely  sustained  her  acknowledged  reputation 
in  science,  literature,  and  art.  The  native  land  of  Thor- 
waldsen,  of  Oersted,  of  Worsaae,  and  of  Hans  Christian 
Andersen,  is  not  in  the  art  of  painting  justly  represented 
by  a  school  of  pseudo-classicisms  and  of  untutored  na- 
tionalism. In  the  year  1855  Denmark  was  represented 
in  Paris  by  thirty  artists  and  forty-seven  pictures  ;  in 
1862  in  London,  by  forty-eight  painters  and  eighty- 
three  pictures  ;  but  in  1867  in  Paris,  owing  to  political 
troubles,  the  numbers  diminished  to  nineteen  artists  and 
twenty-nine  works.  These  several  exhibitions,  together 
with  the  permanent  collection  in  Copenhagen,  I  have 
carefully  examined,  with  the  following  results.  Revert- 
ing to  the  prior  history  of  the  school  exemplified  both  in 
London  and  in  Copenhagen,  it  would  appear  that  Den- 
mark enjoyed  the  advantages  of  an  organized  system  of 
art  education  ten  years  before  London.  Painters  were 
brought  from  Paris  in  the  middle  of  last  century  by 
Frederick  V,  and  at  a  later  period  Denmark  followed  in 
the  footsteps  of  the  French  painter  David.  It  is  strange 
how  a  style  now  almost  universally  held  up  to  reproba- 
tion obtained  widespread  favour  towards  the  end  of  the 
last  and  the  beginning  of  the  present  century ;   I  have 
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traced    the  influence  of  David    among  the  painters   of 
Scandinavia,  Belgium,  Germany,  and  Italy. 

The  Danish  school  begins  with  Abildgaard,  born  in 
1744.  After  an  education*  in  his  native  city,  Copen- 
hagen, this  painter  went  to  Italy ;  on  his  return  he 
became  a  professor  in,  and  a  director  of,  the  Academy  ; 
he  is  also  known  as  a  writer  on  the  theory  and  practice 
of  art.  His  influence,  which  grew  considerable,  was 
prolonged  till  the  year  1809,  the  date  of  his  death. 
Abildgaard  addicted  himself  to  the  delineation  of 
Grecian  mythologies  ;  his  ambition  was  in  excess  of  his 
power;  his  style  is  grandiose,  his  colour  violent.  In 
London  in  i  %62  was  exhibited  'A  scene  from  the  Andria 
of  Terence ;'  and  in  the  Gallery  of  his  native  city  are 
nineteen  compositions,  historical,  allegorical,  and  other- 
wise, taken  from  classic  and  northern  themes,  including 
the  poems  of  Ossian.  It  is  astonishing  to  find  what 
mighty  yet  futile  endeavours  were  made  at  this  time  to 
create  for  Denmark  a  national  school :  unfortunately  a 
mistaken  course,  common  to  the  whole  of  northern 
Europe — not  excluding  England — rendered  the  early 
efforts  abortive.  Instead  of  a  direct  and  earnest  appeal 
to  nature,  the  infant  schools  of  the  north  bartered  away 
their  birthright,  and  painters  became  the  slaves  of  cer- 
tain great  masters  who  ruled  by  common  consent  over 
the  empire  of  art.  Next  followed  Eckersberg  (born  1783, 
died  1853),  who,  like  his  master  Abildgaard,  studied  by 
turns  in  Denmark  and  in  Italy.  According  to  usual 
routine  he  was  appointed  a  professor  in  the  Academy 
where  he  had  received  the  rudiments  of  knowledge ; 
these  professorships  I  have  found  in  northern  capitals  to 
be  more  a  pleasant  pretence  for  a  pension  than  implying 
onerous  obligations.  Yet  Eckersberg  worked  hard, 
and  became  the  acknowledged  head  or  master  of  the 
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native  school :  but  he  is  great  only  in  his  own  country  ; 
beyond  the  nearest  frontier  he  is  unknown.  Eckersberg 
studied  in  Paris  under  David,  which  at  once  explains  the 
unmistakable  mannerism  of  '  Moses  stretching  his  rod 
over  the  Red  Sea,'  in  this  Gallery :  the  picture  was 
painted  in  Rome  in  1815,  at  the  age  of  thirty-two,  and 
aims  at  the  grand  style.  Another  work  in  this  Museum, 
executed  in  1848,  six  years  before  the  painter's  death, 
I  have  in  my  catalogue  designated  as  childish.  Eckers- 
berg  at  all  events  was  not  idle,  he  has  left  behind  him 
a  multitude  of  works,  sacred  as  well  as  secular,  some  of 
which  have  the  merit  of  giving  expression  to  national 
myths  and  sagas.  Among  these  are  'Baldur's  death' 
according  to  the  Edda,  and  '  Axel  and  Walburg '  after 
Ochlenschlager's  tragedy.  This  untiring  painter  deco- 
rated the  '  Ritter  Saal '  in  the  palace  of  Christiansborg 
with  incidents  ,from  the  history  of  Denmark.  It  is  a 
good  sign  in  this  northern  art  that  the  love  of  country 
comes  uppermost,  notwithstanding  a  long  sustained 
system  of  education  calculated  to  uproot  nationality. 
I  may  here  add,  as  a  pupil  of  Eckersberg,  the  name  of 
A.  A.  MuUer,  son  of  a  Danish  bishop, — one  of  the  very 
few  painters  in  this  Lutheran  land  who  has  cared  to 
treat  sacred  themes.  Danish  art  indeed  is  singularly 
secular.  A  weak  specimen  of  the  medievalism,  contracted 
no  doubt  by  Miiller  under  the  Italian  sky,  was  seen  in 
London  in  1862.  'Christ  on  a  cloud,  attended  by  angels, 
blessing  the  four  Evangelists  '  proved  that  the  Danes  have 
little  vocation  for  spiritual  or  imaginative  art.  Miiller 
studied  in  Italy  about  the  time  when  the  protracted 
residence  of  Thorwaldsen  in  Rome  was  drawing  to  a 
close  ;  and  this  feeble  product  is  among  the  miscellaneous 
collections  which  the  great  sculptor  bequeathed  to  his 
native   land.     It  now  hangs    in   fact  in   the  gallery  of 
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mediocre  pictures  which  occupy  a  corridor  in  the  upper 
story  of  the  Thorwaldsen  Museum. 

The  following  general  remarks  made  in  the  Gallery 
I  transcribe  from  my  catalogue.  The  Danish  school, 
like  other  northern  schools,  manifests  and  has  passed 
through  many  and  opposite  phases,  most  of  which 
prove  art  faculties  of  a  common  order.  The  pictures 
which  owe  their  origin  to  David  and  the  French  masters 
of  last  century  are  below  like  phases  in  Belgium  and 
other  countries.  These  works,  as  indeed  the  products 
of  the  Danish  painters  generally,  are  better  in  form  than 
in  colour  or  in  handling.  The  treatment  of  landscape  is 
not  unlike  the  Swiss,  it  is  literal  and  mechanical,  black 
and  green. 

I  shall,  however,  have  presently  the  pleasure  to  point 
out  some  few  exceptions  to  this  uninviting  aspect.     But 
as  a  rule  I  am  bound  to  say  that  the  Danes  do  not  see 
nature  with  an  artist's  eye ;   their  habit  is  to  map  out 
fields,    fences,    and    forests   after   the    fashion    of  land- 
surveyors.     The  strength  of  the   school  in  the   present 
day  is  in  genre,  that  is  in  a  rustic  and  homish  naturalism, 
like,   and    yet  unlike,   to  the  transcript  of  humble  life 
given  by  Teniers  and  Steen  in  Holland,  and  by  Wilkie 
'  and  Faed  in  Scotland.     But  even  in  this  narrow  sphere 
the  execution  and  the  colour  leave  much  to  be  desired. 
Indeed,  the   Danes,  from   some   unexplained   cause,  are 
the  dirtiest  and  the  worst  colourists,  and  the  clumsiest 
of  executants  in  Europe.     The  best  works  to  be  seen 
in   Denmark,   and   decidedly   the   best  which  have  yet 
appeared    in    international    exhibitions,    are   sea   pieces. 
And  yet  often,  even  in  this  department,  inordinate  pro- 
portions, as  well  as  inexcusable  pretensions,  substantiate 
the  preceding  strictness.     But  the  largest   and  wildest 
picture  of  ocean  in  the  International  Exhibition  of  1862 
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was  by  Larsen  the  Dane.  These  general  remarks  I 
shall  proceed  to  illustrate  by  examples. 

The  number  of  works  on  the  modern  side  of  the 
Copenhagen  Picture  Gallery  is,  as  before  said,  one  hun- 
dred and  ninety-five,  and  the  number  of  artists  seventy- 
six,  the  vast  majority  of  whom  are  Danes  ;  a  few  are 
Norwegian,  such  as  Dahl,  and  one  or  more  German, 
Carstens,  however,  who  usually  ranks  as  a  German,  was 
born  in  Slesvig,  within  the  Danish  dominions.  The 
best  work  for  drawing  is  '  Samson  in  the  Mill,'  by 
E.  Block  ;  the  picture  is  scarcely  inferior  to  the  same 
subject  by  our  English  painter,  Mr.  Armitage.  J.  L. 
Lund,  who  died  in  Copenhagen  in  1867,  at  the  age  of 
eighty-nine,  obtains  a  place  in  German  dictionaries ; 
indeed  he  owed  at  least  his  education  to  Germany,  his 
style  being  allied  to  that  of  his  contemporary  Carstens. 
'  The  Three  Fates,'  and  *  The  Greeks  leaving  the  burn- 
ing Troy,'  works  of  some  renown,  w^ould  also  seem  to 
acknowledge  the  sw^ay  of  David.  Lund,  who  w^as  living 
within  the  last  six  years,  serves  to  show^  how^  short  has 
been  the  history  of  the  Danish  school :  he  was  com- 
mitted to  the  high  art  which  was  the  earliest  crop  to 
grow^  on  Danish  soil,  and  yet  this  painter  witnessed  the 
uprising  of  the  naturajism  which  now  works  a  revolution 
in  the  arts  of  the  whole  of  the  north  of  Europe. 

This  may  be  the  place  to  speak  of  a  feud  which  has 
sprung  up  in  the  art  circles  of  Copenhagen  :  there  is  on 
one  side  a  national  party  as  it  is  called,  and  opposed  to 
it  is  the  anti-national  party,  a  term  used  in  reproach. 
The  war  between  the  two  cliques  is  as  deadly  as  that 
which  in  former  times  waged  between  Guelphs  and 
Ghibellines.  So  bitter  are  the  jealousies,  that  I  was 
told  that  a  stranger  bringing  introductions  to  the  one 
camp    could    scarcely   venture    to    enter    the    enemy's 
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quarters.  My  introduction  happened  to  be  to  the  anti- 
nationaHsts.  It  is  not  always  easy  to  distinguish  the 
principles  at  stake  when  personalities  prejudice  the 
strife,  neither  is  it  always  possible  to  maintain  fairness 
in  discussion,  when  the  terms  used  often  prejudge  the 
questions  at  the  outset.  For  example,  the  epithet  '  anti- 
national  '  is  wholly  repudiated  by  Professor  and  Madame 
Jerichau,  who  are  sometimes  placed  at  the  head  of  that 
party.  They  believe  they  have  a  right  to  say  that  they 
are  even  more  national  than  the  so-called  nationalists. 
And  certainly  no  works  have  better  served  within  the 
present  generation  to  raise  Danish  art  in  the  esteem  of 
England,  and  indeed  of  Europe,  than  the  marble  groups 
by  Professor  Jerichau  ;  such  as  '  Hercules  and  Hebe,' 
sent  to  the  London  International  Galleries  of  1862, 
and  'the  Leopard  Hunter,'  exhibited  in  the  Royal 
Academy  in- 1868.  In  like  manner,  Madame  Jerichau, 
though  a  Pole  by  birth,  is  thoroughly  identified,  espe- 
cially in  London,  with  the  Danes.  The  masterpiece  of 
this  lady,  '  Fisherman  saving  a  Child,'  has  commanded 
attention  as  often  as  it  has  been  exhibited.  And  '  The 
Wounded  Soldier,'  now  honoured,  possibly  not  without 
opposition,  with  a  position  among  Danish  pictures  in 
Copenhagen,  assuredly  does  not  ^suffer  by  comparison 
wqth  its  neighbours.  The  vigour  of  its  handling,  its 
unswerving  truth  to  nature,  are,  in  fact,  the  very  traits 
upon  which  the  national  school  is  supposed  to  pride 
itself.  Indeed,  even  the  defects  of  Madame  Jerichau 
are  on  the  side  of  nationality ;  a  breadth  which  pre- 
cludes finish,  a  force  which  disdains  delicacy,  a  colour 
which  is  indifferent  to  nice  gradations,  are  precisely 
the  features  by  which  are  distinguished  ninety-nine 
out  of  every  hundred  pictures  painted  in  Copenhagen. 
Again,  when  I  turn  to   the  works  of  Niels  Simonsen, 
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I  find  myself  equally  perplexed  as  to  the  boundary-lines 
between  the  two  parties.  This  painter  is  one  among  the 
very  few  of  his  countrymen  who  have  won  a  place  in  the 
art  biographies  of  Europe.  Born  in  Copenhagen  in  1807, 
he  became  a  pupil  in  the  Academy  under  the  before- 
mentioned  Professor  Lund  ;  he  then  went  to  Munich, 
where  he  painted  highly  esteemed  sea-pieces,  wherein  the 
distance  and  atmosphere  were  especially  excellent.  One 
of  the  first  works  which  promised  to  bring  him  fortune 
was  a  picture  of  fishermen  rescuing  a  ship  in  the  North 
Sea.  The  subject  I  should  have  thought  sufficiently 
national  to  commend  itself  to  the  national  party.  But 
afterwards  Simonsen  took  it  into  his  head  to  go  to 
Algeria,  and  one  of  the  chief  fruits  of  the  sketching  tour 
was  certainly  not  quite  Scandinavian,  being  nothing 
more  northern  than  Lord  Byron's  Corsair,  a  picture, 
however,  which  obtained  for  its  author  membership  in 
the  Academy  where  he  had  received  his  first  lessons. 
But  what  surprises  me  in  the  statement  I  have  received 
that  Simonsen  is  an  avowed  enemy  of  the  so-called 
national  party  is,  that  the  works  by  him  in  Copenhagen 
are  ultra-natural,  and  even  approach  to  the  grotesque : 
the  figures  are  too  large  for  the  canvas,  generally  an 
aggravated  sign  in  schools  of  naturalism.  Thus  it  will 
be  perceived  that  Simonsen  reverts  to  nature  —  the 
watchword  of  all  self-called  national  schools,  whether 
of  the  modern  pre-Raphaelites  in  England  or  of  like 
movements  in  other  countries — only  he  does  not  know 
how  to  deal  with  nature :  his  heads  are  uncouth 
in  the  extreme,  violent  in  contrasts,  black  in  shadows  ; 
yet  his  figures  and  costumes  have  almost  an  ethno- 
graphic accuracy  and  value. 

Another    reputed    enemy   of   the    national    clique    is 
Johann  W.  Gertner,  born  in  Copenhagen  in  181 8;  after 
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receiving  his  first  lessons  in  his  native  city,  he  went,  as 
the  good  custom  is,  on  his  travels  to  improve  himself. 
It  is  possible  that  tours  to  foreign  capitals  may  be  dis- 
tasteful to  the  national  party,  who  do  not  seem  to  hold 
with  the  Shakespearian  aphorism,  that  home-staying 
youths  have  mostly  homely  wits.  It  is  true  that  artists 
are  sometimes  spoilt  by  foreign  travel :  Sir  David 
Wilkie,  for  example,  never  recovered  his  former  self 
after  his  Spanish  studies  ;  but  such  evil  results  are  for 
the  most  part  limited  to  men  who  would  have  remained 
less  than  nothing  had  they  spent  all  their  days  in  the 
land  of  their  mothers.  Besides,  in  a  poor  and  isolated 
peninsula  such  as  Denmark,  which  has  scarcely  the 
unity  or  dignity  of  a  peninsula,  but  is  rather  a  mis- 
cellany of  sand  islands  and  stagnant  ponds,  it  is  hard  to 
conceive  how  the  nation  could  emerge  out  of  the  primi- 
tive condition  of  flint  implements  except  on  one  of  two 
conditions,  either  that  art  should  be  brought  to  the 
Danes,  or  that  the  Danes  should  go  to  art. 

The  first  of  these  alternatives  has  failed.  Old 
masters,  classic  sculptures,  medieval  works,  Gothic, 
and  even  the  best  Renaissance  designs,  are  scarce,  or 
rather  for  the  most  part  unknown  in  Denmark.  It  is, 
in  fact,  hardly  credible  that  any  person  in  his  senses 
would  restrict  the  education  of  a  youth  to  what  he 
could  learn  or  see  in  the  Academy  and  the  Galleries  of 
Copenhagen,  excellent  and  rich  though  they  be.  In 
fact,  upon  witnessing  the  works  which  Denmark  has 
thought  it  worth  while  to  send  to  successive  inter- 
national exhibitions,  I  have  been  forced  to  the  conclu- 
sion that  the  Academy  in  Copenhagen  stands  in  dire 
need  of  reorganisation.  The  work  turned  out  is  worse 
in  workmanship  than  the  art  products  of  any  other 
national  academy  in   Europe,  and   one   reason   I  have 
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heard  assigned  for  this  obvious  but  most  lamentable 
inferiority,  is  the  jealousy  in  Denmark  of  any  foreign 
intervention,  even  in  a  sphere  so  cosmopolitan  as  that 
of  art.  The  pictorial  conceptions,  to  begin  with,  are 
exceptionably  commonplace.  The  Danish  idea  of  the 
grand  is  superficial  size  or  cubic  contents  ;  hence  large 
pictures  are  unusually  rife,  and  the  dimensions  of  the 
canvas  are  wholly  in  excess  of  the  magnitude  of  the 
thought.  But  a  forlorn  hope  seems  to  be  cherished 
that  by  sticking  to  life  size,  even  though  drawing  and 
style  be  lost,  it  is  still  possible  that  a  high  and  a  noble 
art  may  be  evoked.  Often  the  results  are  as  startling 
as  when  a  life-sized  photograph,  black  in  shadow,  white 
in  light,  and  aggravated  in  expression,  recalls  the  features 
of  a  departed  friend.  The  comparison  of  such  staring 
effigies  with  nature  is  not  more  painful  than  the  contrast 
between  a  head  by  a  Danish  painter,  and  a  portrait  by 
Titian  or  Vandyck.  Yet  all  works  are  not  equally  bad  ; 
thus  the  above-mentioned  Johann  W.  Gertner  has,  in 
the  Gallery  of  Copenhagen,  a  first-class  portrait,  in  a 
manner  plain,  individual,  and  true.  J.  Wilhelm  Gertner, 
on  the  contrary,  exhibited  in  Paris  in  1867  a  picture 
of  two  friends — a  child  and  a  dog — truly  awful  and 
expressly  Danish.  To  this  last-named  artist  must,  I 
fear,  be  accredited  a  head  met  with  in  a  Kunstverein 
in  Stockholm,  Denner-like  in  its  detail,  the  modelling 
strong  and  in  firm  relief,  and  yet  altogether  mechanical 
and  inartistic.  The  style  is  simply  savage  and  brutal, 
and  as  for  the  flesh  painting,  it  has  the  colour  and 
texture  of  a  brickbat.  The  head  is  ready  to  jump  from 
the  canvas,  the  likeness  is  as  like  as  it  can  stare,  not 
even  the  family  cat  could  mistake  such  a  portrait. 
This  artist  is,  in  Denmark  and  in  Sweden,  reputed 
a  first-class  portrait  painter.     I  am  sorry  I  cannot  say 
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whether  the  national  or  the  anti-national  party  claim 
him  as  a  distinguished  disciple. 

The   reader   will    scarcely   have    failed    to    infer   the 
principles  on  which  the  so-called   national  party  rely. 
Much  can  be  said  in  their  favour.     The  reaction,  it  may 
be    pleaded,    was    timely   and    salutary.     Foreign    arts 
had  been  foisted  on  the  nation  :    Greece,  Italy,  France, 
Germany,  had  by  turns   invaded  the   land,  so  that  at 
length  the  individuality  of  Denmark  was  merged  and 
lost.     The  arts  thus  forced   into  a  false  growth   were 
found   by  many  to  be  incongruous  with  the  character 
of  the  people ;  they  would  not  acclimatise,  they  were  as 
hothouse   plants    dependent    on    artificial   heat.      Gods 
accustomed  to  the  soft  breezes  of  the  ^gean  Sea  froze 
on  the  borders  of  the  Baltic.     I  confess  that  I  think  the 
comparative  failure  which  in  Denmark,  in  common  with 
all  northern  nations,  attended  the  attempted  revival   of 
art  on  a  classic  basis,  justified  as  it  naturally  suggested 
a  counter-movement.     History  teaches  that  no  art  can 
be  healthy  or  true  that  is  not  of  native  growth  ;   every 
people  after  a  period  of  apprenticeship  must  make  an 
effort  to  start  business  for  itself,  to  face  and  do  battle 
with  the  world  in  its  own  strength.     And  there  would 
seem   no  reason  why  Denmark  should   not  follow  the 
example  of  neighbouring  states  and  make  a  good  begin- 
ning  on  her   own    account.     The   movement   moreover 
began  with  the  common  people,  which  usually  may  be 
taken  as  a  sign  that  beneath  the  surface  lies  mouldering 
fires  and  latent  forces.     Peasants,  artisans,  and  sailors, 
have   felt   within    themselves    the   vocation    to    become 
artists  :  out  of  such  stuff  is  national  art  fashioned.     And 
as  is  the  condition  of  the  painters,  such  is  the  character 
of  the  subjects  they  choose.     We  may  be  sure  they  are 
not  quite  in  the  Apollo  line ;  peasants  are  most  at  home 
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among  peasants,  and  the  element  best  suited  to  the 
sailor  is  the  sea.  And  thus  has  sprung  up,  though  in 
a  rude  form,  an  art  which  in  so  far  as  it  reflects  the 
nation's  Hfe  is  national.  And  yet,  while  thus  much 
may  be  conceded,  it  still  remains  true  that  the  art  as  art 
is  low  ;  in  other  words,  little  or  no  art  is  used  in  dealing 
with  nature.  And  perhaps  it  is  not  to  be  expected  that 
a  first  generation  of  half-educated  mechanics  should  be 
sensitive  to  subtleties  in  form,  studious  of  the  highest 
types  in  nature,  appreciative  of  harmony  of  line  or 
concord  of  colour.  Certainly  for  the  present  humility 
becomes  these  self-made  artists,  for  even  in  point  of 
workmanship  they  show  the  hand  of  a  stonemason.  And 
in  the  presence  of  these  radical  defects  it  seems  to  me 
that  the  nationalists  are  wrong  not  to  take  counsel  of 
men,  even  though  foreigners,  who  are  wiser  and  more 
skilled  than  themselves.  By  all  means  let  them  be 
national,  from  backbone  to  fingers'  ends,  in  everything 
save  national  ignorance.  Let  them  paint  the  native 
physiognomy,  the  national  costume,  the  local  sea-shore ; 
but  why  in  so  doing  should  they  stick  to  the  sign-board 
and  the  tea-tray  styles  as  the  inalienable  rights  of  all 
true  Danes  ?  They  seem  to  forget  that  the  artist  is  not 
wholly  heaven-born  even  in  Denmark,  and  that  art  is 
something  more  than  a  partial  or  inchoate  dialect  spoken 
without  grammar  in  remote  provinces  by  illiterate 
cottagers.  On  the  contrary,  the  artist  has  to  be 
fashioned  as  clay  in  the  hands  of  the  potter ;  his  style 
must  be  moulded  on  the  best  examples  ;  for  art  is  not 
a  creation  of  to-day  or  of  yesterday,  and  any  people 
who,  like  the  Danes,  insist  on  beginning  in  this  nine- 
teenth century  at  the  very  beginning,  must  consent  to 
remain  some  hundreds  of  years  behind  the  most 
advanced   nations  of  the  world.     The  wise    policy  for 

D  2 


COPENHAGEN. 


nationalists  and  anti-nationalists  alike,  is  to   end  these 
quarrels,   which   sometimes    are    disputes   about    words 
only,  and  to  set  about  acquainting  themselves  with  first 
and  essential  principles,  and  acquiring  a  perfect  mastery 
over  the  technicalities  of  colour  and  of  the  pallet.     For 
assuredly   till    they    learn    how    to    express    their    art 
aspirations  through  the  language  now  accepted   by  all 
civilised  nations  alike,  they  run  the  risk  of  being  shunted 
among  outlying  peoples  in  remote  corners  of  the  earth's 
surface.      In    what   locality   and   by   what   educational 
arrangements  the  Danes  may  best  acquire  the  know- 
ledge and  the  skill  now  wanting,  whether  by  travelling 
to  Italy,  France,  Germany,  or  England,  or  by  importing 
trained  professors  to  the  Academy  at  Copenhagen,  is  a 
matter  of  detail  and  convenience  rather  than  of  principle. 
But,  at  all  events,  the  lesson  must  be  learnt  somewhere 
and  somehow.     In  conclusion  I  would  observe  that  the 
ultra-national  Danes  need  not  fear  to  lose  their  nation- 
ality by  learning  how  to  paint  respectably  well. 

I  am  sorry  that  I  cannot  give  a  complete  list  of  the 

national  party  ;  and,  as  already  said,  a  painter's  principles 

cannot  always  be  decided  by  his  practice.     But  I  have 

been    led    to   understand    that   the   genre    and    portrait 

painter,  J.  Roed,  is  intensely  national.     The  artist  has 

certainly  the  merit  of  painting   what  he  has   seen,  in 

subjects   such   as   a   maiden  with   a   basket  of  apples, 

family   life    in    a    fishing    village,    and    harvest-women 

arranging  their  toilettes  at  a  well.     In  coast  scenes  he 

approaches   our   English   painter,    Mr.   Hook,    only   he 

aims  at  more  detail,  but  often  he  degenerates  into  the 

vigorous    and    inartistic    naturalism   peculiar   to    these 

northerners   who,  I  sometimes  think,  must   make   it   a 

condition  that  their   models   shall  not  use  soap  for  a 

month.     But  here  again  a  stranger  becomes  perplexed 
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as  to  the  strict  characteristics  of  this  national  party 
when  he  discovers  that  one  of  Roed's  achievements,  is  to 
have  made  an  excellent  copy  of  a  portrait  by  Raphael. 
This  is  exactly  the  extended  practice  and  experience 
which  such  exclusionists  want.  D.  D.  Ottesen  is  also 
claimed  by  the  national  party  as  the  only  real  fruit 
painter  of  the  day,  just  as  they  appropriate  P.  C. 
Skovgaard  as  the  greatest  landscape  artist  in  the  world. 
Irrespective  of  party,  I  am  glad  to  name  Kjaerskow  as 
a  respectable  painter  of  landscape  ;  also  Lundbye  as 
excellent  for  form,  composition,  detail,  combined  with 
colour  and  atmospheric  effect. 

Another  native  of  Copenhagen,  deservedly  known 
irrespective  of  party,  is  F.  Vermehren,  who  delineates 
sympathetically  peasant-life  after  the  manner  of  the 
Norwegian  Tidemand, — here  is  another  instance  of  the 
strange  originality  which  turns  up  in  Scandinavia.  It 
is  hardly  worth  while  further  to  incumber  these  pages 
by  obscure  names,  but  Jens  Sonne,  famous  as  giving 
intensity  to  the  worst  traits  of  the  clique,  cannot  be 
omitted.  In  the  Picture  Gallery  of  Copenhagen  are 
eight  works  by  this  artist,  who  has  exceeded  the  age 
of  threescore  years  and  ten,  and  is  now  full  of  honours. 
Sonne,  born  in  Copenhagen,  was  first  educated  in 
the  Academy  of  that  city,  then  he  went  to  Munich, 
subsequently  he  worked  in  Rome,  afterwards  he  re- 
turned to  his  native  land  ;  he  is  an  Academician  and 
a  knight  of  the  order  of  Danebrog.  In  Italy  he  sur- 
rendered himself  to  the  usual  run  of  Italian  subjects, 
but  after  his  return  to  Denmark  he  took  to  battle- 
pieces.  Two  such  compositions  in  the  public  gallery, 
•The  Battle  of  Idstedt,'  'The  Assault  of  Duppel,'  are 
simply  in  point  of  art  nowhere.  Vulgarity  and  bad 
painting  are  their  characteristics,  and  yet  the  honours 
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bestowed  on  this  painter  show  that  the  Danes  know 
no  better.  It  will  be  observed  that  the  career  of  this 
artist,  who  at  one  time  addicted  himself  to  the  study 
of  pretty  Italian  girls,  in  no  way  conforms  to  the 
requirements  of  that  national  party  to  which  he  is 
supposed  to  belong.  And  here  once  more  I  am  in  a 
puzzle,  and  can  only  suppose  that  personal  friendships 
and  animosities  prevail  over  fundamental  principles. 
The  authority  on  which  I  base  my  classification  is 
reliable:  the  notes  from  which  I  take  the  preceding 
statements  were  made  on  the  spot. 

As  briefly  as  possible  I  will  dispose  of  the  remaining 
artists  who  are  essential  to  a  complete  synopsis  of  the 
Danish  school  during  the  present  century.  J.  J.  Exner 
must  be  mentioned  foremost ;  he  ranks  with  the  before- 
named  Simonsen  as  the  most  Danish  of  painters. 
Exner,  himself  a  peasant  by  birth,  has  produced  both 
in  London  and  in  Paris  a  strong  impression  by  his 
manly  and  unflinching  delineation  of  peasant  life.  In 
subject  as  in  treatment,  he  is  akin  to  Tidemand,  the 
Robert  Burns  of  Scandinavian  art.  Exner's  mode  of 
handling,  though  opaque  and  heavy,  as  seems  inevitable 
in  a  Dane,  is  not  out  of  keeping  with  his  line  of  subject ; 
his  execution  has  vigour  and  directness ;  he  utters  home 
truths  :  whatever  he  has  to  say  he  outs  with  it  bluntly. 
The  following  pictures  in  the  Gallery  speak  for  them- 
selves :  *  A  Saleswoman  counting  her  Money  ; '  '  Sunday 
visit  to  the  Grandfather;'  'A  Peasants'  Supper;'  'A 
Peasant  Dance  at  Hedebo.'  Next  comes  Marstrand,  borii 
and  educated  in  Copenhagen,  and  subsequently  tutored 
in  Munich  and  Italy.  This  arti-st  is  known  not  only  by 
fairly  good  genre  pictures,  but  as  the  Director  of  the 
Academy.  Were  his  art  but  a  little  better  he  might 
claim    to    be    the    Wilkie  or   the    Frith   of    Denmark. 
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Yet  he  is  true  in  the  dehneation  of  local  character ; 
also  he  has  that  sense  of  humour  which  is  ever  strong- 
among  these  people  :  indeed,  just  as  the  races  of 
Scandinavia  are  denied  an  ideal,  so  are  they  gifted 
with  a  zest  for  comedy  and  for  the  grotesque.  'A 
Village  Politician,'  from  a  comedy  by  Holberg,  and 
'  Peasants  of  Dalecarlia,'  belong  to  a  class  of  pictures 
which  ought  to  exist  in  every  nation  ;  it  is  the  first,  if 
not  the  highest,  duty  of  the  artist  to  record  actual  life 
and  positive  facts  as  they  exist :  such  transcripts  in 
after  times  acquire  the  value  of  history. 

C.  Dalsgaard,  who  by  subject  and  style  deserves 
a  place  among  the  national  party,  is  realistic,  literal, 
and  black.  His  characters  are  broad,  all  but  coarse 
— a  remark  which  unfortunately  has  to  be  repeated 
to  weariness  in  the  criticism  of  this  Scandinavian  art. 
And  yet,  as  a  faithful  transcript  of  nature,  '  A  Fisher- 
man's Hut  on  the  Liimfiord '  has  value ;  and,  as  a 
peculiarity  in  the  history  of  religious  or  anti-religious 
sects,  cannot  be  forgotten  '  Itinerant  Mormons  seeking 
to  make  Proselytes.'  This  abnormal  phase  of  peasant 
faith  in  Scandinavia  was  among  the  international 
curiosities  exhibited  in  London  in  1862.  Emigration 
may  now  be  ranked  among  the  forms  of  insanity  most 
rife  on  the  coasts  of  the  North  Sea :  ignorance  or 
madness  can  alone  account  for  the  wholesale  way  in 
which  the  scantily  peopled  regions  of  Scandinavia  are 
still  further  depopulated.  The  artist  will  do  well  to 
paint  these  peasants  ere  they  are  turned  into  American 
citizens.  Here  also  must  be  named  Th.  Gronland, 
as  one  of  the  very  best  fruit  painters  in  Europe.  At 
the  risk  of  incumbering  the  narrative,  I  cannot  omit  to 
mention  Christian  Kobke,  who  died  in  1848,  at  the 
comparatively  early  age  of  thirty-eight.    The  best  artists 
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die  early,  the  worst  live  for  ever.  Kobke's  portrait  of 
'  A  Mariner '  is  altogether  true  and  simple  :  I  had  ex- 
claimed '  Here  at  any  rate  is  national  art ! '  and  then  sud- 
denly I  found  that  the  painter,  having  forsaken  his  native 
country  for  Italy,  and  studied  coast  scenes  in  Capri,  in 
fact  thus  lost  himself.  The  conclusion  to  be  drawn  from 
the  many  ways  in  which  these  northern  artists  may  go 
astray,  seems  to  be  that  they  can  scarcely  by  any 
possible  chance  go  right.  If  they  stay  at  home  they 
are  wrong,  because  circumscribed,  and  if  they  go  abroad 
they  are  still  wrong  because  they  become  in  motive 
scattered  and  inconstant.  That  art  should,  under  such 
difficulties,  be  able  at  all  to  maintain  a  struggUng 
existence,  is  one  of  the  many  proofs  that  she  is  even 
under  the  worst  conditions  indestructible  and  immortal. 
In  travelling  in  the  early  summer-time  in  Scandinavia, 
along  roads  but  recently  impassable  by  reason  of  snow 
and  ice,  flowers  of  many  colours  suddenly  springing  up 
made  the  wayside  cheery.  Such  seemed  to  me  the 
birth  of  art  on  this  barren  soil,  an  unlooked-for  blessing, 
granted  by  Providence  in  compensation  for  days  and 
nights  of  winter.  Art,  in  fact,  must  in  these  bleak 
regions  have  been  extinguished  long  ago,  had  it  not 
been  deeply  planted  for  a  solace  in  the  human  mind. 
Not  in  palace  only,  but  in  cottage,  is  the  sunshine  of 
a  picture  needed,  and  the  portrait  of  a  friend  departed  is 
in  solitude  a  friend  indeed. 

Landscape  art  has  in  Denmark  succeeded  better  than 
figure  painting,  because  it  needs  study  less  severe  ;  it 
lies  in  fact  so  close  upon  nature,  that  the  artist  may  be 
little  else  than  a  child  of  nature.  In  no  country  of 
Europe,  in  no  period,  have  landscape  artists  thought 
it  needful  to  submit  to  the  strict  academic  discipline 
of  historic  or  even   of  genre  painters.      The  laxity  of 
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such  discipline  in  Denmark  therefore  affects  least  of 
all  the  landscape  and  sea  painters.  And  the  ocean  being 
unrestrained  by  academic  laws,  especially  on  northern 
coasts,  seems  quite  in  accord  with  the  genius  of  painters 
who  claim  descent  from  lawless  sea-kings.  That  Den- 
mark has  in  international  competitions  been  able  to 
take  a  first  rank  only  in  marine  painting  is  one  of  the 
many  examples  of  the  universal  truth  that  a  people 
can  paint  only  what  it  lives.  Danish  kings  in  ages 
past  crossed  the  seas  and  conquered  England,  and 
Danish  painters  to  this  day  rule  the  sea  as  none  besides 
save  England.  England  and  Denmark  are  the  only 
nations  who  within  modern  days  have  reared  first-class 
marine  painters.  Since  Stanfield  and  Turner,  Europe 
can  boast  no  painter  of  ocean  more  true  than  Sorensen, 
Melby  and  Neumann. 

On  leaving  Copenhagen,  after  a  most  pleasant  and 
instructive  sojourn,  I  asked  myself.  What  is  national  in 
Denmark,  and  what  are  the  chances  of  a  national  art 
or  literature?  The  answer  was,  the  chances  are  but 
slight,  notwithstanding  the  abounding  talent  of  the 
people.  Perhaps  the  prospects  would  considerably 
brighten  if  Denmark  would  join  company  with  Nor- 
way and  Sweden  and  thus  form  a  strong  and  extended 
Scandinavian  confederacy.  As  Denmark  now  stands, 
especially  since  her  dismemberment,  her  population  and 
her  pecuniary  resources  are  almost  too  meagre  to  sustain 
a  national  development.  The  population  is  less  than 
that  of  London,  thus  books  written  in  Danish  must 
have  few  readers  and  scarcely  a  remunerative  sale,  es- 
pecially considering  that  literature  has  hardly  become 
a  necessary  of  life,  and  that  if  it  had,  money  is  wanting 
for  its  purchase.  Of  course  art  must  starve  equally.  Yet 
on  the  other  hand  no  stranger  can  be  insensible  to  the 
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national  spirit  displayed  by  the  people ;  the  pride  of 
patriotism  seems  likely  to  preserve  what  yet  remains. 
Museums  are  maintained  and  systematised  as  we  have 
seen  with  a  jealousy  and  zeal  which  is  almost  without 
parallel :  everything  that  concerns  the  history  of  the 
country  is  religiously  guarded.  And  yet,  with  almost 
the  single  exception  of  the  Museum  of  Northern  Anti- 
quities, the  national  collections  have  come  to  a  standstill 
because  no  longer  the  conditions  exist  under  v^^iich 
nations  usually  augment  their  art-treasures. 

The  cry  of  'National  Art'  often  raised  in  modern 
Europe  has  more  significance  when  a  people  is  in  its 
rise  than  in  its  decline.  Full  space  has  been  already 
given  to  the  so-called  national  party  in  painting  ;  and 
presently  as  to  the  art  of  sculpture,  the  position  of 
Thorwaldsen  to  this  party  will  be  considered.  But 
as  to  the  claims  of  Danish  architecture  to  nationality 
a  word  may  here  be  added.  The  streets  of  Copenhagen 
present  so  little  that  is  individual  or  local,  that  the 
stranger  might  easily  imagine  himself  in  Hamburg,  or 
some  other  German  town.  Neither  houses  nor  shops 
have  a  character  of  their  own,  the  doors  and  windows 
are  of  that  universal  square-headed  type  which  dooms 
the  cities  of  modern  Europe  to  monotony.  Revert- 
ing to  the  past,  the  architecture  of  the  Danes,  as  of 
other  Scandinavian  nations,  has  little  or  no  historic  basis 
to  rest  on.  At  the  periods  when  the  historic  styles  of 
Europe  were  being  shaken  into  form,  the  peoples  of  the 
north  were  still  living  in  wooden  huts.  After  the  intro- 
duction of  Christianity  in  the  eighth  century,  there  arose 
one  or  two  ecclesiastical  buildings  of  the  round-arch  style, 
but  of  the  pointed  forms  of  Gothic,  to  which  France, 
England,  and  Germany  owe  the  glory  of  their  several 
national  developments,  Denmark  has  scarcely  a  vestige. 
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Then  coming  down  to  a  later  period,  we  have  under 
Christian  IV,  in  the  seventeenth  century  a  few  compo- 
sitions resembhng  the  structures  found  in  some  of  the 
stagnant  towns,  which  the  traveller  may  stop  at  on 
his  way  to  Denmark.  This  architecture  may  be  com- 
pared to  what  popularly  goes  in  England  under  the 
name  of  the  Tudor  style.  One  of  the  best  examples 
of  this  picturesque  manner  is  the  Exchange  in  Copen- 
hagen :  the  neighbouring  castle  of  Fredericksborg  may 
also  be  extolled  ;  at  any  rate  the  windows,  though  in- 
dividually bald  in  design,  are  placed  and  grouped  with 
fairly  good  effect.  Specially  to  be  commended  is  the 
sky  outline,  broken  and  thrust  into  salient  points  by 
gables,  chimneys,  turrets,  pinnacles,  and  spires.  It  is 
of  great  value  to  a  panorama,  v/hen  public  buildings 
thus  announce  themselves  from  a  distance.  Especially 
when  nature  tends  to  the  flat,  and  the  landscape 
seldom  departs  from  the  horizontal  line,  bold  perpen- 
dicular towers  piercing  the  sky  acutely  give  to  a  city 
a  noble  presence.  Towns  are  to  architecture  what 
aristocracy  is  to  society  ;  the  campanili  of  Venice  and 
the  towers  and  spires  of  Nuremberg  seen  from  afar 
announce  beforehand  the  historic  story  which  the  tra- 
veller is  about  to  read  within  the  city.  Of  like  service 
are  some  chief  buildings  in  Copenhagen,  among  which 
the  Castle  of  Rosenborg,  assigned,  as  already  said,  to 
Inigo  Jones,  stands  pre-eminent.  But  still  it  were  too 
much  to  claim  for  any  of  these  structures  distinctive  na- 
tionality, the  style  has  been  in  no  way  originated  within 
Denmark,  neither  is  it  the  best  of  its  kind.  It  is  but 
a  corrupt  and  fantastic  manifestation  of  forms,  far  from 
pure,  common  to  the  adjacent  continent.  The  well- 
placed  and  picturesque  castle  of  Elsinore,  is  not  only 
interesting  from  its  associations,  but  also  from  its  struc- 
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tural  analogy  to  the  Castle  of  Stirling,  the  Castle  of 
Edinburgh,  Heriot's  Hospital,  &c.  During  the  Jacobean 
period,  it  has  been  said  that  there  was  an  almost  perfect 
identity  between  the  architectural  styles  of  Scotland 
and  of  Denmark. 

Coming  down  to  recent  times  the  nationality  of 
Danish  structures  is  merged  under  a  still  more  mongrel 
descent.  The  bastard  Italian  styles,  which  reduce 
all  modern  capitals  to  one  and  the  same  standard  of 
commercial  commonplace,  have  done  their  worst  in  a 
nation  where  the  people's  natural  intuitions  usually 
incline  to  ugliness  rather  than  to  beauty.  Nothing  can 
be  meaner  than  the  church  which  was  designed  to  be 
in  keeping  with  Thorwaldsen's  figures  of  Christ  and  the 
twelve  Apostles.  Sir  Christopher  Wren  and  Inigo  Jones 
in  their  weakest  moments  could  never  have  committed 
themselves  to  so  soulless  a  structure.  In  like  manner 
the  Museum,  built  to  contain  the  great  sculptor's  be- 
quest to  his  native  city,  is  wholly  destitute  of  that 
genius  which  pronounces  nationality.  Within  the  last 
few  years  the  revival  of  early  styles,  which  has  worked 
so  beneficial  a  change  in  England  and  on  the  Continent, 
promises  to  bring  some  improvement  even  for  Denmark. 
The  building  of  fairest  promise  in  Copenhagen  is  a 
bank  which  I  saw  at  the  point  of  completion  ;  the  style 
is  so  happy  an  adaptation  of  the  brick  architecture  of 
Lombard y,  that  I  could  not  but  conjecture  that  the 
Danes  had  shown  their  good  sense  in  calling  to  their 
aid  foreign  talent.  Mr.  Fergusson,  in  his  volume  on 
Modern  Architecture,  sums  up  the  case  in  few  words  ; 
for  centuries,  he  says,  architecture  as  a  fine  art,  has  not 
existed  among  the  Danes.  '  The  palaces  of  Copenhagen 
are  large,  and  it  may  be  convenient  buildings ;  the 
churches  are  sufficient  for  their  congregations,  but  pre- 
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tend  to  nothing  more,  and  the  country-houses  of  the 
gentry — for  the  Danes  do  not  reside  on  their  properties 
— are  neat  and  cheerful  residences,  but  without  pretend- 
ing to  architectural  display.'  Mr.  Fergusson  ends  by 
the  somewhat  too  dogmatic  assertion  that  we  cannot 
'•look  for  true  art  among  people  of  such  purely  Teu- 
tonic blood  as  our  cousins  the  Danes.'  It  certainly  is 
not  the  privilege  of  every  nation  to  be  artistic,  but 
nature  usually  gives  compensation  in  some  other  direc- 
tion. It  struck  me,  in  common  with  other  travellers, 
that  the  Danes  and  the  English  are  wonderfully  alike ; 
neither  people  can  pretend  to  art  instincts  as  sensitive 
or  subtle  as  those  of  the  Italians  or  the  French,  but  yet 
in  recompense  are  granted  honesty,  truth,  industry,  and 
the  soundest  of  common  sense.  On  a  basis  thus  solid 
it  is  possible  to  rear  a  national  art,  which,  if  not  fraught 
with  brilliant  genius,  may  reflect  nature  faithfully,  and 
respond  to  the  aspirations  of  the  people. 


CHAPTER     11. 


THOR\YALDSEN. 


In  my  recent  art  tour  to  the  North  of  Europe  I  pro- 
missed  myself  the  pleasure  of  making  in  Copenhagen 
a  more  intimate  acquaintance  with  Thorwaldsen  than 
had  been  practicable  in  Rome  or  in  any  other  capital. 
And  yet  the  works  of  the  Danish  sculptor  are  widely 
diffused.  Travellers  know  full  well  the  monument 
to  Pius  VII  in  Rome.  On  the  Lake  of  Como  it  is 
usual  for  tourists  to  take  a  boat  to  the  villa,  where  is 
seen  the  Triumph  of  Alexander  ;  at  Lucerne  the  Lion  to 
the  Sv/iss  Guards  is  known  as  well  as  the  lake  itself; 
in  Stuttgart  is  shown  the  monument  to  Schiller ;  in 
Mayence  the  figure  of  Guttenberg ;  in  Munich  the  noble 
equestrian  statue  of  Maximilian.  England,  too,  is  in 
possession  of  famous  or  notorious  works,  such  as  the 
Jason,  the  Byron,  not  to  mention  others.  Still,  only  in 
Copenhagen  can  the  Phidias  of  the  North  be  fully  under- 
stood ;  in  that  city,  within  the  Royal  Palace,  the  Frauen 
Kirche,  and  the  Thorwaldsen  Museum,  are  gathered 
together  the  rich  harvest  of  a  long  and  fruitful  life. 

On  entering  Denmark  there  is  little  in  the  aspect  of 
nature  or  in  the  character  of  the  people,  which  can  be 
said  to  be  in  keeping  with  the  genius  of  Thorwaldsen. 
This  small  peninsula  of  sandhills  is  about  the  last  place 
in  which  a  classic  revival  could  have  been  looked  for. 
On  reaching  the  Great  or  the  Little  Belt,  the  traveller 
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seems  to  have  come  to  the  end  of  all  things  ;  art  is 
nowhere,  and  nature  herself  is  reduced  to  extremity. 
The  land  holds  its  footing  on  precarious  tenure ;  the 
sea,  which  is  seldom  out  of  sight,  makes  inroad  on  the 
shore ;  small  hillocks  are  sown  with  grass,  which  binds 
the  shifting  sands  together ;  and  flat  marshy  tracts  grow 
scanty  corn,  or  are  turned  into  market  gardens.  Den- 
mark, a  country  of  alluvial  deposit,  does  not  furnish  the 
materials  for  classic  art ;  in  the  whole  of  Scandinavia, 
indeed,  there  is  scarcely  a  bit  of  stone  which  Apollo  or 
Venus  would  care  to  be  carved  in.  The  huge  granite 
boulders  scattered  along  the  road  to  Copenhagen,  mi- 
grated from  the  North  ages  ago  as  strangers  and  pil- 
grims. These  antediluvian  monsters,  which  travelled  on 
the  backs  of  glaciers,  have  consanguinity  with  Thor  and 
Odin  and  the  race  of  northern  giants,  but  possess  little 
in  common  with  the  ideal  types  of  Greece  or  Italy. 
Neither  are  the  Danes  themselves  a  race  with  any  close 
relationship  to  undraped  gods  and  goddesses.  The  rude 
climate  of  the  North  imposes  thick  covering  of  fur ; 
hard  conflict  Avith  unkind  nature  induces  a  character 
stern  and  brave  ;  a  struggle  to  sustain  a  bare  existence 
precludes  luxuries.  There  would  appear,  in  short,  no 
room  and  little  need  for  classic  or  ideal  art  among  a 
people  w4iom  stern  necessity  has  made  plodding  and 
plebeian,  simple  and  frugal. 

Thorwaldsen,  born  in  Copenhagen  In  1770,  was,  like 
some  other  sculptors  who  have  attained  celebrity,  of 
humble  origin.  His  father  was  by  trade  a  carver  in 
wood.  Chantrey,  it  may  be  remembered,  also  com- 
menced as  a  wood-carver ;  likewise,  \iy  curious  coin- 
cidence, Gibson  at  the  age  of  fourteen  was  apprenticed 
to  a  cabinet-maker,  and  a  year  afterwards  was  cutting 
ornamental   work   for   household   furniture.      American 
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sculptors,  as  a  rule,  are  equally  humble  in  birth  and  edu- 
cation ;  though  instead  of  chipping  away  at  ship  figure- 
heads, their  early  training  has  not  unfrequently  lain  in 
the  line  of  carving  chimney-pieces.    This  lamentable  lack 
of  education  in  a  profession  which  implies  learning,  may 
in    some    measure    account   for    the    fact   that    modern 
sculpture  is  and  has  been  below  the  level  of  the  sister 
arts.     Young  Thorwaldsen  followed  his  father's  calling : 
he  cai-ved  heads  for  ships  in  the  royal  dockyard;  he  re- 
ceived also  some  education  at  the  cost  of  the  State.    His 
first  entrance  into  the  sphere  of  art  proper  seems  to  have 
been   when   he    translated    pictures    into    wooden    bas- 
reliefs.     It  may  here  be  of  interest  to  know  that  for 
centuries  there  had  subsisted   in  the  North  of  Europe 
a  school  of  wood-carvers  ;  not  merely  a  few  scattered  men 
occupied  on  figure-heads  for  the  ships  which  sail  from 
Copenhagen  and  other  ports    of  the   Baltic— a  handi- 
craft which,  as  we   have   seen,  yielded  but  precarious 
livelihood  to  the  old  and  the  young  Thorwaldsen— but 
a  considerable  body  of  artisans  or  artists  in  wood,  who 
went  to  the  primeval  pine-forests  of  Norway,  Sweden, 
and    Northern    Russia, — felled    timber,    sawed    planks, 
carved  barge  boards,  lintels,  and  rude  but  picturesque 
furniture  for  wooden  houses  and  wooden  churches.     The 
history    of  art   throughout   the  world,  whether  on  the 
banks  of  the  Nile,  of  the  Tigris  and  Euphrates,  in  the 
states    of  ancient  Greece,   or  in   Rome,  is   indissolubly 
identified  with  the  materials  found  on  the  spot.    Granite, 
sandstone,    brick-clays,    marbles,   have   severally   deter- 
mined in  no  small  degree  the  specific  form  of  national 
arts.     The  granite  and  primary  rocks  which  bound  the 
iron  coasts  of  Scandinavia  are  too  difficult  of  workman- 
ship to  enter  largely  into  the  constructive  or  plastic  arts. 
Hence   resource   has   naturally  been    had    to  the  pine 
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forests.  The  International  Exhibition  of  Paris  proved 
how  wood-carving  is  turned  to  secular  as  well  as  to 
sacred  uses  throughout  Scandinavia ;  and  the  Exhibition 
of  St.  Petersburg  in  1870,  both  in  its  structure  and  con- 
tents gave  further  illustration  of  an  art  which,  if  rude 
and  primitive,  has  claim  to  nationality.  The  traveller 
in  these  latitudes  finds  himself  not  in  '  the  Stone  period ' 
or  'the  Iron  period,'  but  in  what  may  be  termed  'the 
Wood  period.'  Villages  are  of  wood,  churches  are  of 
wood  ;  and  when  he  enters  a  museum,  such  as  that  of 
'  Northern  Antiquities,'  in  Christiania,  he  discovers  a  his- 
toric basis,  a  long  line  of  descent  for  this  art  born  of  the 
forest.  At  least  as  far  back  as  the  thirteenth  century 
are  doors  from  churches,  and  chairs  from  houses,  carved 
with  dragons,  runic  knots,  and  other  grotesque  devices 
known  to  Northern  antiquaries.  This  slight  digression 
may  be  brought  within  the  argument,  by  one  or  two 
brief  remarks.  First,  that  Thorwaldsen  was  true  to  the 
lineage  of  Scandinavian  art  so  long  as  he  carved  like  his 
forefathers,  in  wood  ;  second,  that  the  ambitious  Dane, 
when  he  migrated  to  Italy,  and  began  to  carve  in 
Carrara  marble,  surrendered  a  large  part  of  his  nation- 
ality ;  thirdly,  that  the  style  of  Thorwaldsen  remained 
as  it  had  begun,  'wooden,'  that  Apollos,  Graces,  and 
other  newly  made  acquaintances  from  Olympus  and 
Parnassus,  even  when  chiselled  in  finest  marble,  never 
quite  threw  ofi"  the  stiffness  and  awkwardness  of  the 
wooden  figure-heads  carved  in  the  dockyard  of  Copen- 
hagen. 

The  story  of  the  young  Dane  is  soon  told.  Thor- 
waldsen at  the  age  of  eleven  entered  as  a  free  student 
the  Academy  of  Arts  at  Copenhagen ;  at  seventeen  he 
gained  the  small  silver  medal ;  at  nineteen  the  large 
silver   medal ;    at   twenty-one   he  won   the   small   gold 
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medal ;  at  twenty-three  the  large  gold  medal.  During 
this  somewhat  brilliant  career,  the  youth's  talents  at- 
tracted attention  ;  in  fact  a  subscription  was  raised,  and 
the  Danish  Academy,  which  to  this  day  gives  generous 
aid  to  art  and  its  professors,  conferred  a  pension  on  the 
sculptor  of  promise,  w^ho  was  about  to  bring  unexampled 
distinction  on  his  native  city.  That  city,  when  the  boy 
Thorwaldsen  walked  through  its  streets,  wore  a  widely 
different  aspect  from  the  Copenhagen  which  now  meets 
the  traveller's  eye.  It  had  not  been  devastated  by  the 
great  fire  ;  it  had  not  been  destroyed  hy  the  English 
fleet.  Old  Copenhagen  was  not  spoilt,  yet  new  Copen- 
hagen had  not  arisen  as  one  of  the  chief  art-capitals  in 
Europe.  The  Palace  of  Charlottenburg  was  not  built ; 
into  the  Castle  of  Rosenborg  had  not  been  gathered  the 
memorials  of  the  Danish  kings;  the  Museum  of  Northern 
Antiquities  was  scarcely  in  embryo  ;  the  Classic,  Chris- 
tian, and  Ethnological  Collections  w^ere  still  scattered, 
or  did  not  exist  at  all ;  the  foundation  was  not  laid  of 
the  new  Frauen  Kirche,  now  famous  for  Thorwaldsen's 
Christ  and  Apostles  ;  and,  of  course,  the  crowning  pride 
of  the  nation's  art  treasures,  the  Thorwaldsen  Museum, 
had  scarcely  a  potential  existence  even  in  the  imagina- 
tion of  the  sculptor,  whose  latent  genius  must  have 
been  almost  as  unknown  to  himself  as  to  the  world  at 
large.  Copenhagen  evidently  had  in  those  days  few- 
charms  for  Thorwaldsen,  she  failed  to  inspire  him  with 
patriotism  ;  he  left  the  city  of  his  birth  in  1796,  with  but 
little  regret ;  love  of  country  was  not  awakened  till  the 
weight  of  years  warned  the  artist  to  prepare  for  himself 
a  sepulchre  among  his  people. 

Thorwaldsen  became  severed  in  a  double  sense  from 
the  land  of  his  birth  :  firstly,  by  change  of  domicile ; 
secondly,  by  the  adoption  of  a  style  classic  and  therefore 
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foreign.  Yet  I  was  scarcely  aware,  before  I  examined 
on  the  spot  the  history  of  northern  arts  and  academies 
during  the  second  half  of  last  century,  how  strong  was 
the  bias  towards  classic  art  given  to  Thorwaldsen  in 
his  early  training.  The  so-called  national  movement 
had  not  set  in.  At  the  present  moment  exists  as 
already  seen  the  national  party,  animated  by  the  idea 
that  Scandinavia,  including  of  course  Denmark,  ought 
to  break  loose  from  allegiance  to  classic  and  Italian 
schools,  in  order  to  fashion  for  herself  an  art  true  to 
humanity  and  to  nature  in  northern  latitudes.  I  in- 
cline to  think  that  the  best  hope  for  the  future  lies 
in  this  direction.  The  school  of  Scandinavia  in  its 
present  phase  is  of  peasant  origin  ;  painters  are  for  the 
most  part  the  sons  of  sailors,  fishermen,  and  tillers  of 
the  soil.  We  shall  have  to  regret,  in  the  sequel  that 
Thorwaldsen  did  not  cherish  with  affection  the  Norse 
spirit.  The  special  point  however  is  that  the  young 
sculptor  while  studying  in  the  Academy  of  Copenhagen 
was  not  taught  any  legitimate  national  art,  but  a  bas- 
tard classic  art.  The  French*  school,  as  represented  by 
Poussin,  Lebrun,  David,  and  others,  is  identified  with 
the  rise  of  the  arts  in  the  capitals  of  Copenhagen  and 
Stockholm.  In  Sweden  appeared  contemporaneously 
with  Thorwaldsen  three  sculptors  of  high  renown,  Sergei, 
Bystrom,  and  Fogelberg, — artists  who  in  the  majority 
of  their  works  showed  themselves  servile  disciples  of 
the  prevailing  classicism.  In  Denmark  also,  the  sculptor 
Wiedewelt  gave  currency  to  the  widespread  revival 
which,  having  been  animated  by  the  discoveries  in 
Pompeii  and  Herculaneum,  was  strengthened  through 
the  teachings  of  Winckelmann.  Thus  the  path  wherein 
Thorwaldsen  trod  became  from  the  very  first  clearly 
defined.      It    may    possibly   be    cause   for   regret   that 
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classic  art  was  at  any  time  thrust  upon  Scandinavia ; 
it  is,  however,  to  be  borne  in  mind  that  without  some 
such  intrusion,  the  arts  might  have  remained  for  ever 
distant  from  those  inhospitable  climes  and  inartistic 
peoples.  Denmark,  a  remote  promontory  in  Europe, 
has  naturally  found  herself  occasionally  a  little  behind- 
hand in  art  as  in  science. 

Thorwaldsen  reached  Rome  on  the  8th  of  March,  1797, 
and  so  pregnant  was  the  event  in  his  life's  history,  that 
he  was  accustomed  to  say,  *  I  was  born  on  the  8th  of 
March,  1797;  before  that  day  I  did  not  exist.'  Goethe 
only  a  year  before  had  written,  '  a  true  new  birth  dates 
from  the  day  I  entered  Rome.'  John  Gibson,  who 
migrated  southwards  twenty  years  later,  had  like  reason 
to  date  his  intellectual  birth  from  his  arrival  in  Italy. 
It  is  interesting  to  read  in  the  autobiography  of  the 
sculptor,  whom  we  would  venture  to  call  England's 
Thorwaldsen,  the  following  acknowledgment :  '  One  of 
the  great  advantages  I  derived,'  says  John  Gibson, 
'  from  residing  in  Rome,  was  the  listening  to  conversa- 
tions on  art,  not  only  between  Canova  and  Thorwaldsen, 
but  between  artists  of  talent  from  all  countries.'  The 
careers  of  Thorwaldsen  and  Gibson  from  first  to  last 
run  in  parallel  lines  ;  the  styles  of  Canova,  of  Flaxman, 
and  of  Wyatt,  on  the  contrary,  present  variety  rather 
than  unity. 

Rome  must  indeed  have  been  worth  living  in  during 
the  last  quarter  of  the  eighteenth  century  and  the  first 
quarter  of  the  nineteenth  century  :  now  her  glory  is  de- 
parted ;  she  is  forsaken  of  genius.  Within  that  period 
Winckelmann  and  Mengs  in  the  Vatican  had  mastered 
the  antique  ;  Goethe  had  published  his  Italian  Tour ; 
Niebuhr  and  Bunsen  had  helped  to  place  the  history 
of  Rome  on  a  sound   critical  basis ;    within   the  same 
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period  had  arisen  a  school  of  Christian  art  led  by 
Cornelius  and  Overbeck  ;  and  during  this  selfsame  half 
century  lived  and  worked  in  friendship,  or  under  whole- 
some rivalry,  Canova  the  Italian,  Thorwaldsen  the 
Dane,  and  Flaxman,  Wyatt,  and  Gibson,  all  three,  we 
are  proud  to  say.  Englishmen.  It  was  a  time  of  high 
mental  activity  in  art,  poetry,  criticism.  Thorwaldsen 
was  modelling  '  Mercury,'  '  Venus,'  and  the  '  Three 
Graces  ; '  Frederick  Schlegel  was  writing  laudatory 
criticism  on  the  Christian  art  of  Cornelius  and  Over- 
beck  ;  while  the  poet  Shelley,  wandering  about  the 
mountainous  ruins  of  the  baths  of  Caracalla,  composed 
'  Prometheus  Unbound.' 

Thorwaldsen  however  had  to  endure  much  before  he 
reached  to  an  equality  with  the  great  men  of  his  times. 
On  his  first  arrival  in  Rome,  what  chiefly  struck  the 
people  to  whom  he  carried  introductions,  was  his  pro- 
found ignorance.  One  of  his  kind  friends  wrote  that 
the  young  Dane  was  so  ignorant  as  to  be  unqualified 
to  receive  the  benefits  which  Rome  could  offer.  We 
confess  that  in  Italy  it  has  been  our  fortune  to  meet 
with  young  students  of  an  ignorance  scarcely  to  be  sur- 
passed ;  but  then  such  artists  have  remained  unknown. 
The  case  of  Thorwaldsen  is  exceptional ;  though  il- 
literate, he  became  a  greater  sculptor  than  the  most 
educated.  The  aspiring  Dane  seems  to  have  com- 
menced his  studies  in  Rome  pretty  much  at  the  point 
at  which  they  had  been  left  off  in  Copenhagen.  Having 
from  the  first,  as  we  have  seen,  addicted  himself  to  the 
antique,  he  naturally  began  by  making  copies  from  the 
masterworks  in  the  Vatican  and  the  Capitol.  He  took 
the  studio  Flaxman  had  occupied  ;  he  lived  among 
historic  traditions,  and  fell  into  art  usages.  But  the 
lives   of  sculptors   in   Rome   repeat  themselves.      Thus 
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Thon\^aldsen  suffered  the  fate  common  to  most  artists 
who  come  to  Italy  to  seek  fortune  :  he  fell  into  pecuniary 
difficulties.  Also,  like  other  young  sculptors,  he  com- 
menced by  modelling  a  figure  as  the  first  pledge  of 
ability.  'Have  you  not  seen  Thonvaldsen's  "Jason".?' 
was  then  the  question  passed  on  from  studios  to  cafes, 
just  as  now  the  talk  may  be  about  the  first  effort  of 
some  travelling  student  from  the  London  Academy. 
Canova  was  at  that  time  umpire  of  disputed  merit,  as 
in  our  day  Gibson  became  the  oracle  ;  and  Canova 
pronounced  the  'Jason'  'new  in  style  and  grand  in 
manner.'  And  yet,  though  a  seal  was  thus  set  on  the 
sculptor's  talent,  the  work  did  not  sell.  Driven  to  de- 
spair, Thorwaldsen  determines  to  return  to  Denmark. 
His  baggage  is  packed,  but  by  chance,  when  he  is  about 
to  start,  a  flaw  appears  in  his  passport.  The  delay  of 
a  day  was  the  making  of  his  fortune  for  life.  Thomas 
Hope,  the  rich  English  patron,  entered  the  young 
sculptor's  studio,  and  gave  a  commission  for  the  'Jason' 
on  the  spot.  From  that  moment  Thorwaldsen  had  more 
orders  than  he  could  execute  ;  and  yet  the  new  '  Jason ' 
was  little  more  than  a  compilation  from  the  old  Apollo. 
I  have  sometimes  in  Rome  wondered  how  artists  who 
scarcely  knew  a  Greek  letter  by  sight,  who  could  barely 
read  a  line  of  a  Latin  author,  were  yet  living,  thinking, 
and  working  in  the  spirit  of  classic  art.  But  there,  on 
the  spot,  the  passion  for  the  antique  seems  contagious. 
Moreover,  one  of  the  most  ready  means  of  access  to 
the  thought  of  classic  times  is  through  antique  marbles. 
John  Gibson  was  accustomed  in  the  Gaffe  Greco  to  lay 
down  the  doctrine  dogmatically,  that  Phidias  and  others 
received  inspiration  from  the  Greek  philosophers  and 
poets.  So  in  fact  it  has  been  in  all  times.  The  artist 
with  cunning  hand  gives  embodiment  to  the  best  and 
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most  beauteous  ideas  which  float,  as  it  were,  in  the 
atmosphere  of  his  time  and  country.  Thorwaldsen  was, 
doubtless,  in  great  measure  the  product  of  his  age — an 
age  which  did  not  call  new  forms  out  of  the  great  store- 
house of  nature,  but  revived  old  forms,  the  wrecks  of 
an  old  world,  treasured  in  museums.  He  who  has  spent 
his  mornings  in  the  Vatican  or  on  the  Capitol,  who  has 
wandered  through  the  streets  of  Pompeii,  or  studied  for 
days  among  antique  remains  in  the  Neapolitan  Museum, 
will  understand  how  Thorwaldsen  and  Gibson  became 
imbued,  or  shall  I  not  rather  say  inspired,  by  classic  art. 
Moreover,  minds  of  artistic  intuition  take  fire  readily, 
they  pass  speedily  from  a  state  of  torpor  ;  an  electric 
spark  leaps  from  the  dead  marble  to  the  living  brain, 
so  that  the  dead  and  the  living  have  one  life,  and  the 
old  Greek  speaks  through  young  Dane  or  Enghshman. 

Thorwaldsen  was  a  silent,  meditative  man,  and  I 
have  observed  that  within  such  minds  run  under-cur- 
rents,  thoughts  which  move  in  obedience  to  wide  and 
sweeping  laws.  Great  minds  are  carried  by  great  tidal 
waves  ;  when  genius  reaches  universality,  its  destiny  is 
governed  by  far-off  stars,  which  rule  all  genius  alike. 
It  has  been  supposed  there  is  a  power  which  regulates 
the  concerted  action  of  great  minds.  Thorwaldsen  could 
not  have  stood  unaided  and  alone,  his  life  had  been 
barren,  had  not  the  times  been  ripe  for  his  birth.  He 
was  classic,  because  his  days  were  cast  in  the  midst  of 
a  classic  revival,  and  in  him  that  revival  received  its 
truest  exponent. 

Coming  from  Copenhagen  an  uneducated  youth,  in 
Rome  he  grew  into  the  greatest  sculptor  of  his  times  ; 
the  improvisatrice  Rosa  Taddei,  declaiming  on  the 
^progress  of  sculpture'  won  applause  when  she  ex- 
claimed, '  Si  c'est  en  Danemark  que  Thorwaldsen  est  ne 
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a  la  vie,  c'est  en  Italie  qu'il  est  ne  a  I'art.'  During  a 
long  sojourn  in  Rome  the  famous  sculptor  enjoyed 
intercourse  with  Niebuhr,  Bunsen,  Canova,  Cornelius, 
Horace  Vernet,  Mendelssohn ;  in  short,  with  men  of 
all  parties  who  had  become  conspicuous  by  talent  and 
position.  Yet  though  tolerant  of  all,  he  was  identified, 
as  we  have  seen,  with  the  classicists.  We  hear  of  a 
friendly  company  assembled  at  the  house  of  Bunsen, 
close  by  the  Palatine  Hill.  It  was  midnight,  and  the 
planet  'Jupiter  sparkled  in  the  sky  as  if  he  were  looking 
down  on  his  own  Tarpeian  rock.  We  were  drinking 
healths/  writes  Niebuhr  ;  '  I  said  to  Thorwaldsen,  "  let  us 
drink  to  old  Jupiter!"  "With  my  whole  heart!"  Thor- 
waldsen replied,  in  a  voice  full  of  emotion;  some  were 
startled.'  The  simple  Scandinavian  scarcely  realised 
all  that  might  be  implied  ;  he  had  a  grand  indifference 
to  the  conflicting  claims  of  the  gods,  on  change  of 
domicile  he  easily  transported  his  faith  from  Odin  and 
Thor  to  Jupiter  and  Apollo. 

Lessing,  Winckelmann,  Mengs,  Goethe,  even  Madame 
de  Stael,  helped  to  prepare  the  mind  of  Europe  for 
that  classic  revival  which  subsists  at  least  in  the  art 
of  sculpture  down  to  our  own  days.  Frederick  Schlegel, 
one  of  the  earliest  champions  of  that  opposing  Gothic 
and  Christian  movement  which  has  changed  the  aspect 
of  architecture  and  painting  within  the  present  century, 
made  sculpture  the  one  exception  to  his  teachings. 
The  German  critic  admits  that  the  Greeks  in  the  plastic 
arts  '  reached  an  eminence  which  we  can  scarcely  hope 
to  equal,  much  less  surpass.'  He  further  writes  that  a 
chief  'aim  of  the  sculptor's  genius  appears  to  be  to 
represent  a  classical  figure  in  such  a  manner  that  it 
might  even  be  taken  for  an  antique,  like  Thorwaldsen's 
"  Mercury,"  which   appears  as   if   girded  with  a  sword. 
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only  the  more  imperatively  to  announce  to  hundreds 
of  modern  statues  their  impending  and  inevitable  doom.' 
In  fulfilment  of  this  prophecy,  uttered  in  1819,  the  'Mer- 
cury' lives,  and  will  always  live,  while  it  were  well  if 
other  marble  figures,  then  and  now  produced  by  the 
score,  could  be  broken  up  to  mend  the  roads.  Critics 
a  century  ago  devoting  themselves  to  a  strict  and  close 
study  of  antique  art,  purged  the  schools  of  Michael 
Angelo  and  Bernini,  from  mannered  grossness  and  im- 
pertinent frivolity.  Lessing,  in  the  '  Laocoon,'  lays 
down  the  principles  which  govern  the  purer  styles  of 
Thorwaldsen,  Flaxman,  Wyatt,  and  Gibson  :  principles 
of  ideal  beauty  and  typical  form,  maxims  which  forbid 
ugliness,  excess  of  passion  or  that  extreme  of  suffering 
which  might  destroy  godlike  repose.  'As  the  depths 
of  the  sea,'  says  Winckelmann,  'always  remain  calm, 
however  much  the  surface  may  be  raging,  so  the  ex- 
pression in  the  figures  of  the  Greeks,  under  every 
form  of  passion,  shows  a  great  and  self-collected  soul.' 
Lessing's  essay,  '  The  Laocoon,'  marks  the  distinction 
between  Classic  and  Gothic  schools,  between  the  melo- 
dious utterance  of  Southern  Europe  and  the  harsh 
gutturals  of  Northern  dialects.  The  group  of  the 
'  Laocoon,'  whence  the  critic  takes  his  title,  stands  as 
it  were  on  the  boundary-line  of  divergent  schools  ;  the 
action  is  unusually  violent ;  the  intensity  of  suffering 
goes  far  to  mar  ideal  form,  and  yet  presides  over 
unutterable  pain  a  godlike  soul  grandly  enduring.  In 
the  whole  range  of  art  I  know  of  but  one  parallel : 
the  'Laocoon'  may,  perhaps,  without  irreverence  be 
compared  with  heads  of  Christ  crowned  with  thorns. 
In  fact,  I  have  always  supposed  that  Christian  painters 
were  indebted  to  the  Greeks  for  this  subhme  conception 
of  a  suffering   God.     At  all   events,  similar   treatment 
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preserves  these  Pagan  and  Christian  works  aHke  within 
the  hmits  of  moderation.     The  mouth  of  the  '  Laocoon' 
is  open,  but  from  it  issues  no  shriek.     So,  too,  in  heads 
of   Jupiter   the    Hps   are    parted,    but    only   as   for   the 
utterance  of  oracles ;    '  a  god,'  says   Lessing,  '  does   not 
shout   when    he    chooses    to    divulge    the   future.'      By 
parity  of  reason,  too,  it  would  appear  that  a  hero  may 
be  allowed  a  smile,  but  not  a  grin.     And  at  this  point 
we  come  to  the  divergence  between  grotesque  schools 
of  the  North,  which  Thorwaldsen  forsook,  and  beauty- 
loving  schools  of  the   South  which   he   espoused.     The 
Phidias  of  Denmark  was  never  inspired   by  the  spirit 
of  Gothic  art ;    in  the  Thorwaldsen  Museum  I  do   not 
recall   a   figure  which  speaks   in   the  strong  accents  of 
Scandinavia.     On  the  other  hand,  '  Jason,'  '  Venus,'  '  The 
Graces,'  '  Mercury,'  '  Adonis,'  and   *  Love   Triumphant,' 
might  almost   pass   for  works  of  the  time  of  Pericles, 
or  rather,  perhaps,  of  Hadrian.     It  is  scarcely  needful, 
even  in  these  realistic  and  naturalistic  days,  to  defend 
a  sculptor  for  the  choice  of  subjects  far  removed  from 
actual  life.     It  might  be  urged  in  accordance  with  the 
teachings    of  the    critics  I  have    named,  that  it  is  the 
function  and  the  privilege  of  the  ideal  sculptor  to  raise 
the  mind  above  the   level  of  common  nature.     '  True,' 
wrote   Mrs.  Jameson,    '  the  gods  of  Hellas  have  paled 
before  a  diviner  light ;    the  great   Pan   is    dead.      But 
we   have   all  some  abstract   notions  of  power,   beauty, 
love,  joy,   song,  haunting   our  minds  and    illuminating 
the  realities  of  life ;  and  if  it  be  the  especial  province 
of  sculpture  to  represent  these  in  forms,  where  shall  we 
find    any   more  perfect    and   intelligible   expression   for 
them  than  the  beautiful  impersonations  the  Greeks  have 
left  us?' 

Goethe,   writing   from    Rome    ten    years    before    the 
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arrival  of  Thorwaldsen,  raises   the    question  which  Hes 
at   the    root   of  all    ideal    sculpture,    a    question    asked 
again   and  again  both  by   critics  and  artists,  how  the 
Greeks  '  evolved  from  the  human  form  their  system  of 
divine   types,  which   is    so    perfect   and  complete,    that 
neither  any  leading  characteristics  nor  any  intermediate 
shade  or  transition    is  wanting.'     And  then  this  critic, 
who  by  turns  is  frivolous  and  profound,  throws  out  one 
of  those  conjectures  which   prove  the  foreknowledge  of 
great  minds.     '  For  my  part,'  writes   Goethe,  '  I  cannot 
withhold    the    conjecture    that    the    Greeks    proceeded 
according  to  the  same  laws  that  Nature  works  by,  and 
which  I  am  endeavouring  to  discover.'     The   Darwinian 
law  of  natural  selection,  the  general  law  of  development 
in  nature,  would  seem  to  be  here  foreseen,— laws  which 
certainly   have    important   bearing    upon    the    art    that 
relies  on  high  types,  whether  prefigured  by  imagination 
or  arrived  at  by  generalisation  from  actual  nature.     A 
like  law  seems  to  underlie  certain  of  Tennyson's  lines, 
wherein    Nature  is   said  to  be  'so  careful  of  the  type' 
and    yet  'so   careless   of   the  single  life,'  'that   of  fifty 
seeds,  she  often  brings  but  one  to  bear.'     Raphael,  too, 
had  somewhat  the  same  thought  when,  after  deploring 
the  paucity  of  beautiful  women,  he  says,  that  '  to  paint 
a  beautiful  figure  he  must   see   others   more   beautiful,' 
and  that  he  had  striven  hard  to  attain  within  his  mind 
a  certain  ideal.     Some  such  ideal,  either  latent  in  nature 
or  patent  in    Greek    art,  was   the    constant    pursuit   of 
Thorwaldsen  and  of  Gibson.     The  search  after  beauty 
was  with  both  the  main  purpose  of  long  and  laborious 
lives.     Gibson  started  with  the  maxim  that  the  Greeks 
were  always  right;   he  was  known  to  say  that -in  com- 
mencing  a   figure  he  asked  himself  what    the    Greeks 
would,  under  the  circumstances,  have  done.    Thorwaldsen, 
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in  practice  at  least,  conformed  to  the  same  principle. 
The  writer  once  heard  Gibson  describe  his  method  when 
at  work  on  his  '  Bacchus.'     '  I  chose,'  he  said,  '  three  of 
the  finest  male  models  in  Rome,  and  when  the  figure 
was    somewhat    advanced,    a   female    model    was    also 
engaged;'   'the  Greeks,'  he  added,  'usually  threw  into 
Bacchus,  female   traits.'     This  anecdote    indicates   that 
Gibson,  like   Goethe,  had  faith   in  high   generic   types 
existent  not  only  in  old  Greek  art,  but  in  living  nature. 
Gibson  would  not  admit  that  he  neglected  nature,  and 
yet  it  may  be  safely  affirmed  that  he  never  went   to 
nature  without  Phidias  at  his  elbow.     That  Thorwald- 
sen  worked  on   like  principles   may  be    proved   by  his 
procedure  when    modelling   his  'Venus.'     I   have  been 
told  that   no   less  than   thirty    models  were  used   over 
the  period  of  three  years  devoted  to  this  faultless  work. 
Thorwaldsen's  '  Venus '  is    the  highest    embodiment  of 
the  goddess  of  beauty  since  the  time  of  the   Greeks ; 
Canova's  'Venus,'  and  Gibson's  'Venus,'  are  inferior  works. 
The  unison  of  conception  is  complete,  the  thirty  models 
are  blended  into  one  goddess,  a  figure  which  seems  not 
the  compilation  of  years,  but  the  instantaneous  issue  of 
the  artist's  brain.     Accidents  and  blemishes  are  thrown 
out ;  here,  in  short,  the  generic  form  of  Greek  art,  and 
the  typical  form  of  actual  nature,  prove  identical.     This 
and  other  of  the  sculptor's  ideal  figures  fulfil  the  con- 
ditions under  which  individual  forms  may  assume  god- 
like aspect:    '  The  Greeks,'  said  Winckelmann, '  ascended 
from   heroes  to   gods,  rather   by    subtraction   than    by 
addition  ;  that  is  to  say,  by  the  gradual  abstraction  of 
all  those  parts  which,  even  in  nature,  are  sharply  and 
strongly  expressed,  until  the  shape  becomes  refined  to 
such  a  degree,  that  only  the  spirit  within    appears  to 
have  brought  the  outward  form  into  being.' 
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In  the  study  of  past  or  of  contemporary  art,  it  adds 
lively  personal  interest  to  learn  how  a  sculptor  or  painter 
catches  his  ideas,  and  in  what  way  he  works  from  a 
primal  conception  to  an  ultimate  conclusion.  Anecdotes 
are  told  which  show  how  Thorwaldsen  got  at  his  sub- 
jects, and  how  he  matured  his  treatments.  Sometimes 
he  worked  from  the  antique,  and  made  living  nature 
subordinate  and  accessory.  But  occasionally  nature 
came  to  him  direct  and  almost  unasked  ;  also  at  rare 
intervals  art  conceptions  flashed  across  his  imagination, 
and  the  ideas  when  once  conceived  were  thrown  speedily 
into  clay.  Thus  it  is  related  how  that  felicitous  com- 
position which  obtains  popular  currency  throughout 
Europe,  the  bas-relief  of  '  Night,'  was  conceived  in  sleep- 
less hours  and  modelled  in  the  morning.  In  this  in- 
stance, at  all  events,  speed  involved  no  immaturity. 
Thorwaldsen  beyond  doubt  was  overtaxed  ;  he  took 
commissions  wholesale  as  a  manufacturer  rather  than 
as  an  artist.  Still  genius  is  hard  to  extinguish,  es- 
pecially when  access  to  nature  is  not  cut  off.  Thor- 
waldsen, too,  had  acquired  the  wholesome  habit  of 
revising  his  sketches  and  of  maturing  his  compositions. 
He  placed  himself  in  the  position  of  a  severe  critic  on 
his  own  creations ;  a  figure  he  did  not  like  he  would 
destroy  ;  he  went  on  working  till  in  good  degree  he 
approached  his  ideal.  His  resources  and  expedients, 
as  usually  happens  with  men  highly  endowed,  were 
many  ;  his  modes  of  procedure  changed  with  the  occa- 
sion :  in  advanced  life,  when,  with  diminished  power,  he 
became  oppressed  by  commissions — at  the  time,  in  fact, 
when,  with  impartial  indifference,  were  modelled  Her- 
cules and  the  Twelve  Apostles — he  fell  into  mechanical 
and  routine  methods.  Such  is  the  usual  fate  of  artists 
who,    having    been    tried    in   the    school    of    adversity, 
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forsake,  when  success  comes,  the  narrow  way  for  that 
broad  road  which  leads  through  prosperity  to  destruc- 
tion. But  Thorwaldsen,  in  his  young,  ardent,  and  truth- 
seeking  days,  showed  himself,  as  we  have  seen,  at  once 
the  severe  student  of  the  antique  and  the  simple  child 
of  nature.  Accordingly  he  was  found  humble,  cautious, 
addicted  to  self-examination.  Even  when,  in  advanced 
years,  he  made  studies  for  the  '  Christ,'  now  in  the 
Frauen  Kirche,  Copenhagen,  his  conscience  would  not 
allow  him  to  shirk  duty.  Gibson,  of  all  the  men  whom 
I  have  known,  was  the  most  deliberate  :  he  touched, 
retouched,  and  finished  almost  to  a  fault.  On  the  other 
hand,  Crawford,  and  some  other  American  sculptors, 
sketched  as  rapidly  and  as  carelessly  in  the  clay  as 
artists  draw  In  pencil  or  with  pen  for  an  illustrated 
newspaper.  Thorwaldsen  in  some  measure  reconciled 
the  two  extremes  ;  he  was  swift  or  slow  according  to 
the  mood  or  the  occasion.  His  'Christ'  is  scarcely  less 
carefully  thought  out  than  the  central  head  in  Leonardo's 
'  Last  Supper.'  Like  the  Christ  in  Holman  Hunt's 
'  Finding  in  the  Temple,'  it  was  studied  at  first  without 
drapery.  And  yet  the  action,  which  is  admitted  to  be 
fine  and  felicitous,  flashed  upon  the  artist  in  a  moment. 
It  is  related  that  on  a  certain  evening,  as  Thorwaldsen 
was  leaving  his  studio  with  a  friend,  he  suddenly  arrested 
his  steps,  placed  himself  in  front  of  the  figure,  and 
there  remained  without  uttering  a  word.  One  arm,  as 
modelled  in  the  clay,  was  raised,  the  other  extended. 
Suddenly  the  artist  advanced  with  firm  step,  as  when 
a  person  has  come  to  a  strong  resolve.  Thorwaldsen 
seized  the  two  arms,  and  by  an  energetic  movement 
brought  down  both  equally ;  he  then  retreated  four  or 
five  steps,  and  exclaimed,  '  See !  that  is  my  Christ  ; 
there  it  is,  and  so  it  shall  remain.'     Another  anecdote 
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runs  as  follows  :  Thorvvaldsen  was  found  by  a  friend 
meditating  over  the  figure  :  he  was  in  a  sort  of  trance 
— he  advanced  some  steps  murmuring  to  himself,  then 
slowly  he  raised  his  arms  and  said,  but  to  himself  only, 
•  Yes  ;  the  figure  must  be  erect,  and  the  arms  extended, 
so  as  to  signify  the  all-embracing  Love.' 

Thorwaldsen  in  his  work  showed  versatility  ;  it  is 
a  sign  of  a  narrow  mind  when  an  artist  has  but  one 
method.  Titian,  Michael  Angelo,  Rembrandt,  and 
Pvubens,  found  out  many  ways  of  doing  the  same  thing  ; 
the  thoughts  of  large  minds  traverse  a  wide  circum- 
ference, their  modes  of  utterance  are  unshackled  by 
convention.  The  Thorwaldsen  Museum,  Copenhagen, 
proves  a  man  prolific,  ready  in  resource,  varied  in  style. 
The  range  extends  from  mythologic  to  naturalistic, 
and  thence  to  spiritual  or  Christian  subjects.  The 
treatments  in  like  manner  comprise  the  classic,  the 
poetic,  and  the  picturesque.  As  a  portrait- sculptor, 
Thorwaldsen  w^as  not  always  successful ;  indeed  the 
figure  of  Lord  Byron,  which  ultimately  finds  a  resting- 
place  at  Cambridge,  is  notoriously  a  failure.  The  poet, 
when  his  bust  w^as  taken,  put  the  sculptor  out.  His 
lordship,  it  is  said,  'at  once  affected  a  strange  aspect. 
"  Keep  yourself  tranquil,"  exclaimed  Thorwaldsen ;  "pray, 
do  not  assume  an  expression  so  desolate  ! " — "  That 
aspect,"  replied  Byron,  "  is  habitual  to  my  features."  ' 
Byron  never  liked  the  bust,  because  it  did  injustice  to 
his  melancholy  !  The  plaster-cast  for  the  Byron  statue 
now  in  Copenhagen  is  frightfully  modelled  ;  the  style 
of  execution  is  common.  Mrs.  Jameson  denounces  the 
work  as  '  feeble,  almost  ignoble,  and  without  likeness 
or  character.'  The  monument  to  Schiller  is  scarcely 
more  successful  ;  the  figure  is  wooden  and  stolid,  it  is 
without  play  or  movement.    Thorwaldsen's  heads,  though 
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Strongly  pronounced,  are  often  hard,  they  lack  the  soft- 
ness of  flesh  ;  his  hands,  however,  seldom  fail  in  form, 
action,  or  expression.  Fortunately  there  are  portrait- 
statues  which  redeem  the  artist's  credit.  Pius  VII,  for 
example,  is  earnest,  quiet,  impressive.  The  monument 
to  Guttenberg  assumes  an  aspect  more  picturesque  ;  the 
figure  has  strong  individuality  ;  the  costume,  freed  from 
academic  affectation,  corresponds  to  the  dress  of  the 
times  ;  the  whole  treatment  is  broad,  and  yet  in  parts 
sufficiently  detailed.  With  like  vigour  and  fidelity  did 
the  sculptor  throw  off  his  own  figure,  chisel  and  mallet 
in  hand.  In  looking  at  this  stalwart  frame,  grand  in 
coronal  development,  broad  in  shoulder,  massive  and 
strong,  w^e  seem  for  once  to  recognise  Thorvvaldsen  as 
of  the  old  Scandinavian  stock  :  it  is  said  indeed  that  in 
his  veins  flowed  the  fiery  blood  of  the  sea-kings  ;  cer- 
tainly his  head  and  frame  are  as  little  Italian  as  Albert 
Diirer's.  Again,  for  an  equestrian  statue,  Thorwaldsen 
has  few  rivals.  Prince  Poniatowsky  possesses  dignity, 
repose,  power  :  the  essential  simplicity  of  the  artist's 
style  was  indeed  seldom  marred  by  affectation  ;  the 
forms,  if  overmuch  generalised,  are  not  forced  from 
nature's  quiet  mean.  Maximilian  I,  in  Munich,  is,  with 
the  exception  of  Peter  the  Great,  in  St.  Petersburg,  the 
finest  equestrian  statue  set  up  in  Europe  in  modern 
times  :  it  has  more  fire  and  movement  than  Chantrey's 
effigy  of  George  IV  in  Trafalgar  Square  ;  more  sim- 
plicity and  fidelity  than  Marochetti's  Carlo  Alberto  in 
Turin. 

Thorwaldsen,  like  Gibson,  proved  himself  the  true 
artist,  by  living  in  and  for  his  art.  Human  life,  general 
society,  even  incidents  in  the  public  streets,  all  ministered 
to  art.  I  used  to  notice  with  w^iat  avidity  Gibson 
seized  on  everything  that  could  be  thrown  into  a  statue 
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or  bas-relief.      I   remember  one  morning,   on   the  way 
from  the   Caffe   Greco  to  the  studio,  how  the  sculptor 
turned  round,  and  watched  out  of  sight  a  pair  of  noble 
horses  in  high  action.      Such  swift    movement   Gibson 
gave  to  the   well-known  bas-reliefs   of  'Phaeton'    and 
'The    Hours.'      I    also    recall   an    evening   in    Gibson's 
rooms,  Miss  Hosmer  and  Mr.  Penry  Williams  being  of 
the   small    company    assembled    to    look    through    the 
sculptor's  sketch-books  which  gave  abundant  proof  that 
it  had  been  Gibson's  habit  to  note  down,  with  a  hand 
graceful  and  delicate  as  Flaxman's,  incidents  in  daily 
life  which    might    serve    for   transfer  to    marble.     The 
Thorwaldsen    Museum   bears  witness   that   the   prolific 
Dane    was   scarcely   less    observant   of  passing   events. 
Raphael,  it  is  said,  took  up  the  head  of  a  cask,  as  the 
readiest  material  at  hand,  for  an  impromptu  sketch  of 
a    mother    and    child    seated    by    the    wayside ; — thus 
originated  the  circular  picture  known  as  'La  Seggiola.' 
In    like   manner,    Thorwaldsen    took    advantage    of    a 
picturesque  figure  seated  in  the  Corso  :  he  sketched  on 
the  spot  the  happy  action  which  is  reproduced  in  his 
famous  '  Mercury.'     Another  of  his  most  charming  con- 
ceptions, '  The  Young  Shepherd,'  was  suggested  by  the 
momentary  attitude  of  a  young  shepherd  of  the  Cam- 
pagna.     I   remember,  in  Florence,  conversing  with  Mr. 
Power,  then  made  famous  by  '  The  Greek  Slave,'  on  the 
difficulty  in  these  latter  days,  when  so  much  has  been 
attempted  both  by  ancients  and  moderns,  of  finding  for 
a  figure  a  new  attitude.    The  '  Mercury '  and  the  '  Young 
Shepherd'  have  the  unusual  merit  of  being  in  motive 
altogether  novel.     They  wear  the  ease  and  the  freshness 
of  nature  ;  and  yet,  be  it  observed,  the  art  brought  to 
bear   has    raised   the    compositions    above   the  level  of 
common  nature.     Of  the  '  Mercury,'  Mrs.  Jameson  says, 
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'Nothing  can  exceed  the  quiet  grace  of  the  attitude, 
and  the  youthful,  godhke  beauty  of  the  form.'  The 
sculptor  has  imbued  a  fine  type  in  nature  with  the  spirit 
of  the  antique  :  the  figure,  in  fact,  bears  out  the  remark 
of  Goethe,  already  quoted,  that  the  Greeks  work  by  the 
laws  whereby  nature  works.  Such  laws  partake  of  the 
eternal  and  the  immutable ;  hence  high  creations  in  art 
pertain  not  to  the  present  or  to  the  past  only,  but  to 
all  time. 

Thorwaldsen,  we  are  afraid,  became  so  confident  of  his 
power,  so  confirmed  in  his  method,  so  certain  of  his 
result,  as  to  work  without  nature.  The  reader  may  be 
shocked  to  learn  that  when,  in  1819,  the  'Dying  Lion,' 
since  cut  in  the  living  rock  at  Lucerne,  was  modelled, 
the  sculptor  had  never  seen  a  lion.  Imagine  the  indig- 
nation of  Mr.  Ruskin  at  such  presumption.  Thorwaldsen 
took  his  lion  not  from  nature  but  from  antique  marbles : 
the  proceeding  is  wholly  indefensible,  yet  the  result 
turned  out  well,  and  the  reason  has  been  already  in- 
dicated. The  Greeks  worked  as  nature  works ;  the 
Greeks,  as  Gibson  used  to  say,  are  always  right, — right 
not  invariably  as  to  matters  of  fact  or  of  detail,  but  what 
is  more  to  the  purpose,  right  in  art  treatment.  In 
Lucerne  we  have  always  been  disappointed  with  the 
colossal  monarch  of  the  forest :  the  Swiss  artist  who 
executed  the  work  spoilt  the  design.  The  other  day, 
when  the  writer  came  upon  the  original  model  in  Copen- 
hagen, he  was  amazed  at  its  grandeur.  The  agony  of 
the  wounded  beast  is  not  pushed  beyond  the  moderation 
imposed  upon  art.  The  principle  on  which  Lessing,  as 
we  have  seen,  insisted,  is  maintained.  In  the  '  Dying 
Lion,'  as  in  the  writhing  agony  of  the  '  Laocoon,'  there  is 
a  force  which  masters  pain  ;  the  torture  is  so  nobly 
borne  that  the  repose  essential  to  the  highest  reach  of 
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art  is  scarcely  broken.  Italy  is  sometimes  indebted  to 
itinerant  caravans  for  her  personal  knowledge  of  lions. 
I  remember,  on  the  arrival  of  a  menagerie  in  the  Piazza 
del  Popolo,  Rome,  how  the  late  Alfred  Gatley,  though 
hard  at  work  on  his  grand  bas-relief,  the  '  Song  of 
Miriam,'  seized  with  true  artist  zeal  an  opportunity  not 
to  be  lost,  and  at  once  proceeded  to  model  in  the  clay 
lions  from  the  life.  Sir  Edwin  Landseer,  when  settling 
into  form  the  noble  animals  now  at  the  base  of  the  Nel- 
son Column,  betook  himself  to  Regent's  Park  Zoological 
Gardens.  Thorwaldsen,  though  perhaps  not  so  much 
ashamed  as  he  ought  to  have  been  when  he  evoked  a 
lion  out  of  his  inner  consciousness,  eagerly  repaired  his 
want  of  knowledge  on  the  first  opportunity.  Lions  came 
to  Rome,  and  he  made  their  personal  acquaintance.  In 
the  year  1831  he  modelled  'Love  on  the  Lion.'  He 
had  a  pretty,  playful,  and  pictorial  way  of  composing 
animals  with  figures,  though  none  of  his  groups  have 
attracted  equal  attention  with  Dannecker's  '  Ariadne  on 
the  Panther,'  known  in  Frankfort  to  all  travellers. 

We  have  traced  the  rise  and  progress  of  Thorwaldsen's 
art  during  a  protracted  Roman  residence.  Ere  the 
sculptor's  return  to  Copenhagen,  some  few  additional 
points  may  obtain  cursory  notice.  We  have  spoken  of 
Thorwaldsen's  versatility :  even  within  the  range  of 
classic  styles  he  was  not  limited  to  one  epoch,  and  herein 
his  historic  developments  have  a  wider  chronology  than 
those  of  Gibson.  I  would  venture  to  assert,  indeed,  that 
Thorwaldsen  covers  that  vast  tract  of  time  which,  com- 
mencing with  the  ^gina  marbles,  comprises  the  Elgin 
marbles,  the  remains  of  Magna  Gref  ia,  of  ancient  Rome, 
of  the  Renaissance,  and  so  down  to  modern  times.  One 
might  wish  oneself  old  enough  to  have  seen  the  arrival 
of  the  yEgina  marbles  in  Italy.     The  Danish  sculptor,  as 
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the  best  authority  on  classic  art,  was  entrusted  with  their 
restoration.     A  large  plot  of  ground  near  the  Corso  had 
been  rented,  so  that  the  figures  might  be  arranged  in  the 
order  in  which  they  originally  stood  in  the  pediments. 
The  whole  task  occupied  a  year.     These  marbles,  severe 
and  sometimes  archaic  in  style,  were  not  without  influ- 
ence on  Thorwaldsen.     The  Caryatids  near  the  King's 
throne  in   the    Palace   of   Christiansborg  are  after  the 
^gina  manner  ;    and  how  strictly  the   modern   Danish 
sculptor  was  able  to  adapt  himself  to  a  Phidian  or  pre- 
Phidian  art  is  known  by  the  faultless  restoration  of  the 
Greek   Caryatid  in  the  Nuovo  Braccio  of  the  Vatican. 
Between  this  severe  kind  of  work  and  the  romantic  style 
dominant  in  the  '  Graces '  and  the  '  Venus,'  there^  is  as 
wide  an  interval  as  betwixt  Phidias  and  Canova.    In  fact 
at  certain  moments  the  vigorous  Dane  sought  to  emulate 
the  emasculate  Venetian  ;  fortunately  his  innate  vigour 
saved  him  from  servitude  to  a  contemporary  who  must 
ever   rank  as  his  inferior, — at  least    in   manliness,  sin- 
cerity, and  simplicity.     It   is  the  distinction  in  fact  of 
Thorwaldsen  that  he  stood  aloof  from  the  graceful  but 
debilitate  romanticism  which  has  proved    the   bane   of 
modern    Italian   schools    and    their   several    derivatives 
throughout  Europe.     He  thus  occupies  a  position  differ- 
ing from,  if  not  superior  to,   that  of  Schwanthaler  in 
Munich,  of  Pradier  in  Paris,  and  of  Wyatt, — the  best  and 
purest  exponent  of  romanticism  in  our  English  school. 
Thofwaldsen  in  his  own  walk  finds  a  worthy  companion 
only  in  Gibson.     And  yet  in  proof  of  his  singular  ver- 
satility he  passes  occasionally  from  treatments  strictly 
classic  to  styles  picturesque  and  naturalistic.     In  fact, 
when   modelling  that  charming  little  bas-relief,  '  Cupid 
mending  Nets,'  he  absolutely  descends  into  genre.    After 
the  same  style   must  also  be   accounted  the  'Sale  of 
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Cupids,'  borrowed  from  a  well-known  wall-painting  dis- 
covered in  Pompeii. 

Thorwaldsen  was  fearless;  he  never  hesitated  or  halted 
halfway  :  thus  in  the  vexed  question  of  modern  costume, 
he  sought  for  no  compromise.  Occasionally,  however, 
he  allowed  himself  a  classic  subterfuge,  as  in  the  figure 
of  Schiller.  But  mostly  he  took  a  matter-of-fact  and 
common-sense  view  of  portrait  sculpture.  Gibson,  on 
the  contrary,  was  so  committed  to  uncompromising 
classicism,  that  he  has  been  known  to  justify  the  use 
of  antique  costume  by  appeal  to  one  of  his  failures,  the 
portrait  statue  of  Sir  Robert  Peel  in  Westminster  Abbey. 
The  writer  remembers  the  verbal  account  given  by  his 
friend  of  an  interview  with  the  Committee  who  sat  in 
judgment  on  the  figure :  '  I  have  made,'  said  Gibson, 
'  the  head  the  best  possible  likeness  of  the  man,  but  I 
cannot  adopt  the  modern  costume:  a  statesman  should 
be  robed  as  an  ancient  Greek.'  Thorwaldsen,  as  I  have 
said,  was  preserved  from  an  extreme  doctrine  which, 
when  pushed  thus  far  is  little  short  of  absurdity.  Thus 
in  the  figure  of  Guttenberg,  as  well  as  in  his  own  portrait 
statue,  he  adopted  without  compromise  or  '  subterfuge 
the  actual  dress  of  the  day.  It  must  be  confessed  that 
more  is  thus  gained  in  the  way  of  truth  and  picturesque- 
ness  than  is  lost  on  the  side  of  ideality.  Indeed,  in  a 
portrait  statue  ideality  must  be  accounted  a  mistake  : 
what  is  wanted  is  not  ideality,  but  character  and  indi- 
viduality. On  the  other  hand,  in  mythological,  alle- 
gorical, and  poetic  subjects,  classic  costume  is  appropriate. 
Thorwaldsen  was  convinced  of  this  obvious  distinction, 
and  adapted  his  practice  accordingly. 

This  versatile  Dane  had  yet  another  development  in 
the  direction  of  bas-relief.  We  have  seen  that  his  first 
entrance  into  art  was  by  way  of  translation  of  pictures 


Yo  THORWALDSEN. 

into  carvings  in  wood  :  we  also  know  that  throughout 
Scandinavia  there  existed  from  the  olden  time  a  school 
of  surface  decoration,  which  though  rarely  extending 
beyond  grotesque  dragons  and  floral  and  foliate  ara- 
besques, had  attained  to  a  true  art  treatment.  Somehow, 
at  any  rate,  it  happened  that  Thorwaldsen  contracted  a 
passion  for  bas-relief, — a  habit  cultivated  in  common 
with  the  greatest  of  his  contemporaries,  John  Gibson. 
But  again  in  this  department  we  are  compelled  to 
temper  praise  with  blame.  The  Dane,  brought  up  in 
the  ways  of  a  wood-carver  in  the  dockyard  of  Copen- 
hagen, found  it  by  no  means  easy  to  throw  off  the 
manufacturing  habit  once  contracted.  Thus  he  turned 
out  wholesale  to  order  the  '  Triumph  of  Alexander '  in 
the  space  of  three  months, — a  composition  which,  though 
subsequently  revised,  still  retains  even  in  the  marble 
frieze,  as  seen  by  the  writer  recently  in  the  Palace  of 
Christiansborg,  not  a  few  crudities  and  solecisms.  Yet 
since  the  time  of  the  Elgin  frieze,  there  are  no  bas- 
reliefs  superior  to  the  best  by  Thorwaldsen  —  except 
possibly  some  few  by  Gibson.  In  the  Museum  of 
Copenhagen  the  number  of  these  pictures  in  marble  is 
amazing ;  some  may  fall  below  criticism,  yet  the  average 
merit  is  high.  As  usual  the  styles  are  varied  ;  they  pass 
from  the  classic  to  the  romantic,  and  thence  into  the 
naturalistic  down  into  genre.  Little  short  of  perfect  are 
'Alexander  induced  by  Thais  to  burn  Persepolis,' 
'  Cupid  and  Bacchus,'  '  Cupid  and  Psyche,'  '  Love  caress- 
ing a  Swan,'  and  last,  but  not  least,  that  most  popular 
of  bas-reliefs,  the  '  Night.'  The  claims  of  Thorwaldsen 
as  a  Christian  sculptor  may  be  deferred  to  his  return  to 
Copenhagen. 

Thorwaldsen's    generosity,    like    Gibson's,    expanded 
chiefly  within  the  sphere  of  his  art.     He  spent  a  con- 
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siderable  sum  on  the  pictures  and  classic  remains  which 
he  bestowed  on  his  native  city :  and  his  time,  even  when 
most  pressed  with  work,  was  placed  at  the  service  of 
young  artists  who  could  profit  by  his  counsel.  Gibson 
pays  to  his  senior  in  the  profession  the  following 
tribute  :— 

'  It  is  time  for  me  to  acknowledge  the  great  obligations  I  owe  to  the  late 
Cavaliere  Thorwaldsen.  He,  like  Canova,  was  most  generous  in  his  kind- 
ness to  young  artists,  visiting  all  who  requested  his  advice.  I  profited 
greatly  by  the  knowledge  which  this  splendid  sculptor  had  of  his  art.  On 
every  occasion  when  I  was  modelling  a  new  work  he  came  to  me,  and  cor- 
rected whatever  he  thought  amiss.  I  also  often  went  to  his  studio  and 
contemplated  his  glorious  works,  always  in  the  noblest  style,  full  of  pure 
and  severe  simplicity.  His  studio  was  a  safe  place  for  the  young,  and  was 
the  resort  of  artists  and  lovers  of  art  from  all  nations.  The  old  man's  per- 
son can  never  be  forgotten  by  those  who  saw  him.  Tall  and  strong ;  he 
never  lost  a  tooth  in  his  life;  he  was  most  venerable  looking;  his  kind 
countenance  was  marked  with  hard  thinking ;  his  eyes  were  grey,  and  white 
locks  lay  upon  his  broad  shoulders.  At  great  assemblies  his  breast  was 
covered  with  orders.' 

Gibson,  under  the  date  of  December  4,  1841,  again 
writes  : — 

'  On  Sunday  morning  I  went  to  Thorwaldsen,  not  having  seen  him  for 
weeks.  He  was  ill.  After  waiting  a  little  I  was  told  by  the  maid  to  pro- 
ceed on.  I  had  never  seen  a  maid-servant  there  before,  and  as  I  went 
through  the  rooms,  I  observed  order  and  cleanliness,  which  were  equally  as 
strange.  The  Baroness  von  Stampe  met  me,  Thorwaldsen's  countrywoman, 
who  had  come  from  Copenhagen  with  him.  She  conducted  me  to  his  bed- 
room, where  she  sat  at  her  needlework.  "  Ha  !  I  am  so  glad  to  see  you," 
said  he,  giving  me  both  hands.  Nothing  could  be  more  benign.  We  sat 
down  three  together,  the  baroness,  the  old  cavaliere,  and  myself.  There 
was  not  only  reform  in  all  the  rooms,  but  the  old  man  himself  was  made 
new.  A  new  green  velvet  cap,  beautifully  worked  and  ornamented ;  a 
superb  dressing-gown,  Turkish  slippers,  his  large  person,  strong  deep  ex- 
pression, his  silvery  hair,  his  glittering  gold  earrings ;  he  looked  like 
a  grandee  of  Persia ;  no  longer  the  careless,  clay-bedaubed  Thorwaldsen  in 
the  midst  of  confusion.  What  meddling  creatures  women  are  !  thought  I. 
"  Gibson,"  said  he,  "  I  am  ill,  and  these  doctors  torment  my  life  out.    Here 
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is  a  blister  on  my  breast,  and  one  on  my  arm,  you  see.  I  have  no  patience 
with  them.  Illness  is  come  now  upon  me.  Ha  !  it  is  old  age ! "  He 
dropped  his  head,  closed  his  fist,  compressed  his  lips,  and  there  was  a  dead 
silence.' 

Thorwaldsen  was  then  aged  seventy-one,  and  had  but 
two  more  years  to  live.  Gibson  had  reached  the  age  of 
fifty.  Canova  had  been  dead  twenty  years.  '  There  is,' 
writes  Lady  Eastlake,  in  the  hfe  of  John  Gibson,  whence 
the  above  extracts  are  taken,  '  something  which  Hfts  us 
above  this  scheming  and  pushing  world,  when  we  con- 
sider Rome  at  the  time  when  these  three  remarkable 
men, — Canova  the  Venetian,  Thorwaldsen  the  Dane,  and 
Gibson  the  Welshman, — reigned  harmoniously  together.' 

A  comparison,  suggested  more  than  once  in  the 
preceding  pages,  between  Thorwaldsen  and  Gibson, 
may  be  made  in  few  words.  The  style  of  each,  as  we 
have  seen,  was  strictly  based  on  the  classic,  yet  with  a 
difference.  Gibson  was  among  all  the  men  whom  the 
writer  has  known,  distinguished  by  singleness  of  aim  ; 
he  set  before  him  an  ideal  which  could  only  be  ap- 
proached slowly,  reverently.  The  patient  persistence 
with  which  he  matured  a  conception  and  perfected  a 
figure  is  almost  without  parallel.  With  singular  strength 
of  will,  even  with  obstinacy,  he  pursued  the  one  mission 
of  his  life — that  of  reviving  Greek  art  in  its  purity, 
beauty,  and  perfection.  I  hold  dear  the  memory  of  this 
true  artist.  Pursuing  the  comparison  between  the  two 
contemporaries,  it  may  be  said  that  Thorwaldsen  carried 
out  a  conception  with  less  singleness  of  aim,  with  less 
consistency,  with  less  strictness  in  the  elimination  of 
foreign  elements  and  conflicting  accidents.  In  the 
generalising  faculty  he  was  the  inferior,  just  as  in  the 
individualising  power  he  was  the  superior.  Gibson  was 
more  of  the  Greek,   Thorwaldsen  more  of  the  Teuton. 
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The  Dane,  as  we  have  seen,  was  proHfic  in  creation ; 
he  had  the  versatihty  and  universality  which  attach  to 
genius.  On  the  whole  it  is  hard  to  pronounce  either 
sculptor  superior  or  inferior  to  the  other ;  each  was 
strong  in  turns  and  in  his  own  way.  Thus  Gibson's 
'  Cupid  '  is  superior  to  Thorwaldsen's  '  Cupid  ' ;  on  the 
other  hand,  Thorwaldsen's '  Venus  '  is  superior  to  Gibson's 
*  Venus.'  The  '  Hunter '  of  the  one,  and  the  '  Mercury '  of 
the  other,  have  about  equal  rank  ;  indeed  it  is  scarcely 
too  much  to  say  that  these  two  figures  stand  as  the 
foremost  examples  of  plastic  art  in  the  present  century. 
Passing  to  the  sphere  of  Christian  sculpture,  there  is 
little  to  chose  between  the  two  masters.  With  in- 
difference to  creeds,  and  under  the  one  endeavour  to 
attain  a  beauty  without  taint  and  a  truth  without 
alloy,  were  approached  in  impartial  spirit  God  and 
Jupiter,  the  Christian  Christ  and  the  Pagan  Apollo. 
One  day  a  lady  entered  the  Welshman's  studio  when 
a  Christian  bas-relief  was  on  view  :  '  You  see,  madam,' 
said  Gibson,  '  I  can  do  justice  to  a  Christian  subject 
though  I  do  not  go  to  Church.'  In  like  manner 
Thorwaldsen  when  asked  how  he  as  an  indifferentist 
could  expect  to  succeed  in  Christian  art,  replied,  '  Have 
I  not  modelled  the  gods  of  Greece,  and  yet  I  do  not 
believe  in  them.'  But  the  final  verdict  is  that  Gibson 
and  Thorwaldsen  are  not  at  their  best,  nor  within 
their  appropriate  sphere,  when  they  essay  Christian  art. 
Lady  Eastlake,  in  the  volume  already  quoted,  sums  up 
the  comparison  we  have  attempted  to  draw  between  the 
two  great  sculptors  who  in  life  were  friends  and  who 
now  in  death  are  rivals  for  posthumous  fame,  in  the 
following  terms  : — 

'The  great  charm  of  Mr.  Gibson's  art  corresponded 
with  that  of  his  own  character — and   that  charm   was 
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its  purity.  In  this  respect  no  modern  sculptor  has 
approached  him.  Thorwaldsen's  works  are  admired 
most  by  some  as  more  directed  to  human  sympathy. 
It  may  be  admitted  that  the  great  Danish  sculptor 
appealed  more  to  the  heart  than  to  the  head  ;  whereas 
Mr.  Gibson's  works,  if  less  sympathetic,  are  more  intel- 
lectual, and  full  of  a  refined  beauty  which  Thorwaldsen 
(except  in  his  Mercury)  never  equalled.' 

The  styles  of  Thorwaldsen  and  of  Canova  lie  almost 
too  widely  dissevered  to  admit  of  comparison.  The  art 
of  Canova  may  be  said  to  resemble  modern  Italian 
melodies,  the  music  of  Bellini  or  Verdi ;  his  figures  dance 
on  tip-toe,  his  draperies  float  lightly  to  the  graceful 
movement  of  swelling  limbs,  his  execution  is  soft,  his 
sentiment  romantic  to  extreme.  The  style  of  Thorwald- 
sen is  comparatively  harsh,  even  his  'Graces'  lack  grace, 
his  lines  of  composition  are  sometimes  unrhythmical, 
his  execution  is  distinguished  by  vigour  rather  than 
by  delicacy.  In  praise  of  Thorwaldsen  it  may  be  said 
that  he  departed  from  Canova  just  as  he  approached 
to  Phidias  ;  his  mission  was  to  bring  the  art  of  sculpture 
back  to  the  stern  days  of  old.  The  noble  example 
he  set  has  found  a  few  worthy  followers ;  Jerichau 
especially  deserves  mention.  'Hercules  and  Hebe'  in 
the  London  International  of  1862,  and  'The  Leopard 
Hunter,'  exhibited  in  our  Royal  Academy  four  years 
since,  prove  in  Professor  Jerichau  a  severe  training  and 
a  mature  style  of  which,  in  present  degenerate  days, 
there  are  few  examples. 

I  knew  Rome  when  Gibson  was  the  last  survivor  of 
an  illustrious  company :  Canova,  Thorwaldsen,  Wyatt, 
had  been  taken  away,  Gibson  alone  remained  ;  and  to 
him  seemed  committed  the  old  traditions  which  to  the 
last  he  guarded  faithfully.     With  slow  firm  voice  he  was 
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accustomed  to  insist  on  the  absolute  perfection  of  Greek 
art,  and  in  listening  to  his  earnest  teaching,  the  mind 
reverted  to  the  day  when  Thorwaldsen  was  animated 
by  a  like  faith.  Thorwaldsen,  it  is  said,  used  to  walk 
through  the  Vatican  as  one  lost  in  reverie ;  present  time 
was  not,  the  historic  past  became  to  him  present.  Had 
Thorwaldsen  and  Gibson  not  forsaken  their  native  lands, 
their  art  probably  would  never  have  commanded  the 
attention  of  Europe.  They  both  loved  Rome,  they 
could  not  be  induced  to  live  or  to  labour  elsewhere. 
And  the  great  works  which  live  now  they  are  dead,  go 
far  to  prove  what  they  held  incontrovertible — that  a 
sculptor  should  fix  his  studio  within  sight  of  the  Vatican. 
The  man  who  would  rise  superior  to  the  fashion  and  the 
prejudice  of  the  fleeting  moment,  and  acquire  a  univer- 
sality not  limited  to  one  spot  in  space,  an  enduring 
truth  not  changeable  each  moment  in  time,  should  cast 
anchorage  at  some  great  historic  centre,  where  thought 
can  hold  converse  with  genius  which  never  dies.  Thor- 
waldsen and  Gibson  became  such  fixtures  in  Rome  as 
to  be  almost  immoveable  bodily  or  mentally. 

Thorwaldsen  visited  his  native  city  more  than  once. 
He  had  left  Copenhagen  in  poverty  and  obscurity,  he 
returned  crowned  with  honour.  On  re-entering  the  city 
of  his  birth  he  was  feted  :  the  horses  were  taken  from 
his  carriage :  subsequently  he  was  appointed  Counsellor 
of  State  :  the  Court  made  things  pleasant  for  him.  Still 
he  seems  never  to  have  been  quite  comfortable  while 
severed  from  his  associations  in  Italy.  His  better  half 
was  left  behind  so  long  as  his  works  and  other  roba 
remained  in  Rome.  Thorwaldsen  returned  once  more 
to  Italy,  but  at  length  a  frigate,  sent  by  the  Danish 
Government,  carried  the  sculptor  with  all  his  belongings 
to  the  city  which,  once  his  cradle,  was  5oon  to  be  his 


76  THORWALDSEN. 

grave.  Copenhagen  honours  Thorwaldsen's  genius.  The 
royal  palace  of  Christiansborg,  which  has  an  extent  and 
magnificence  more  in  keeping  with  a  first-rate  power 
than  with  a  diminutive  kingdom,  is  proud  in  the  pos- 
session of  the  famous  bas-relief  '  The  Triumph  of  Alex- 
ander ' ;  the  Frauen  Kirche,  by  the  presence  of  Christ 
and  the  Twelve  Apostles,  has  become  a  place  of  pil- 
grimage, while  the  Thorwaldsen  Museum  stands  as 
the  most  impressive  memorial  erected  to  any  one  man 
in  modern  times. 

The  Thorwaldsen  Museum  is  almost  too  Avell  known 
to   need   lengthened  description.     The  structure,  raised 
by  the   commune  of   Copenhagen  by  public    subscrip- 
tion,  is   solid    and    sombre,  as   best  befits    a    sculpture 
gallery ;  and  it  is  fitly  made  massive  and  shadowy  as 
an  Etruscan  sepulchre,  for  the  court-yard  in  the  centre 
holds  the  ashes  of  the  sculptor.     The  design,  both  inside 
and  outside,  is,  like  the  majority  of  the  public  buildings 
in   Copenhagen,    heavy,    uninviting,    and   commonplace. 
Yet  the  interior  has  the  one  merit  of  showing  sculpture 
to  advantage ;  the  walls,  coloured  deep  maroon,  throw 
into  relief  the  plaster  or  marble  of  the  figures  :  and  the 
floors,  laid  with  a  rough  geometric  mosaic,  comport  well 
with  the  plain  and  substantial  character  of  the  building 
generally.     The  Museum  as  a  whole  is  well  arranged ; 
indeed  the  Danes  have  a  faculty  for  organization  :  in  no 
city  are  art-treasures  better  disposed  or  systematized  than 
in  Copenhagen.  Thorwaldsen  during  his  lifetime  was  con- 
sulted by  the  Government  on  these  matters,  and  especially 
as  to  the  best  means  of  diffusing  taste  among  the  people. 
As  to  the  Museum,  the  authorities  of  late  years,  though 
actuated  by  the  best  intentions,  have  fallen  into  error : 
commissions  are  from  time  to  time  given  to  ill-trained 
and    necessitous   artists   to    execute    in   marble    figures 
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which  Thorwaldsen  bequeathed  to  his  country  only  in 
plaster,  hence  the  vigorous  Dane  has  been  made  respon- 
sible for  much  impotent  handling.  Accordingly  French 
sculptors,  when  they  visit  Copenhagen,  ask  whether  this 
weak  awkward  manipulation  can  be  the  work  of  Thor- 
waldsen. The  Thorwaldsen  Museum  by  such  mistaken 
charity  is  in  danger  of  being  converted  into  a  hospital. 

The  Thorwaldsen  Museum  is,  in  more  senses  than 
one,  the  creation  of  Thorwaldsen  himself.  The  building 
was  commenced  in  his  lifetime,  he  manifested  personal 
interest  in  its  progress,  and  he  made  sure  the  bequest  to 
his  country  of  his  models  and  art  collections.  It  is  re- 
lated how  Thorwaldsen,  on  reaching  Copenhagen  in 
1 841,  immediately  repaired  to  the  building,  how  he  ran 
through  the  chambers  with  enthusiasm  till  he  reached 
the  central  court,,  where  he  arrested  his  steps  suddenly. 
Standing  on  the  spot  which  w^as  soon  to  be  his  sepul- 
chre, he  bent  down  his  head  and  remained  for  some 
moments  in  silent  meditation.  Speedily,  however,  the  soul 
of  the  artist  revived  within  him,  he  lived  once  more  in 
the  midst  of  his  works.  And  now  Thorwaldsen  is  gone, 
these  his  creations  abide :  the  visitor  enters  as  it  were 
a  populous  solitude ;  he  is  in  the  presence  of  an  august 
assembly,  and  in  the  silence  of  the  cool  sepulchral 
chambers  these  solemn  figures  seem  to  speak :  they 
tell  of  a  life  of  lofty  aim,  of  unceasing  effort,  of  a 
labour  that  never  relented,  of  a  steadfastness  of  purpose 
that  seldom  fell  short  of  the  goal.  I  have  known 
the  studios  or  the  collected  works  of  Tenerani,  Gibson, 
and  Wyatt  in  Rome,  of  Schwanthaler  in  Munich,  of 
Ranch  in  Berlin,  of  Chantrey  in  Oxford,  but  as  a  me- 
morial of  a  laborious  life,  the  Thorwaldsen  Museum  in 
Copenhagen  transcends  all  parallel  collections. 

The  Frauen  Kirche,  like  the  Museum,  is  in  architec- 
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tural  keeping  with  the  sculpture  it  enshrines.  Thor- 
waldsen  after  the  fire  which  destroyed  the  old  structure 
was  consulted  as  to  the  design  for  the  new  church.  He 
suggested  that  the  figures  and  bas-reliefs  throughout 
should  embody,  in  a  connected  series,  the  life  of  Christ. 
The  idea  has  been  consistently  and  impressively  carried 
out :  on  either  side  of  the  nave  stand  the  twelve  Apostles, 
and  at  the  communion-table  Christ  with  outstretched 
arms  looks  benignly  on  the  people.  The  architecture, 
though  poor  as  poor  can  be,  has  one  merit  in  common 
with  that  of  the  Museum,  that  it  does  not  militate 
against  Thorwaldsen's  statues.  Furthermore  the  general 
aspect  of  the  whole  interior — architecture  and  sculpture 
combined — may  be  commended  for  its  simplicity,  a  sim- 
plicity no  doubt  favoured  if  not  imposed  by  the  Lutheran 
faith.  One  point  is  specially  worthy  of  observation  : 
that  whereas  in  any  Roman  Catholic  church  dedicated 
to  the  Virgin,  the  chief  altar  would  be  reserved  to  '  the 
Queen  of  Heaven,'  here  in  Lutheran  Denmark,  the 
Madonna  scarcely  finds  a  place  anywhere.  Christ  in 
sight  of  all  the  people  reigns  in  His  Church  undisputed 
King,  On  the  whole  we  incline  to  think  that  Protes- 
tantism has  nowhere  obtained  a  more  cognate  art  mani- 
festation than  in  the  famous  Frauen  Kirche  of  Copen- 
hagen, 

Thorwaldsen's  position  as  a  Christian  sculptor  has 
been  closely  contested.  In  Rome  'the  Pietists,'  or 
'  Nazarenes'  as  they  were  called,  led  by  Overbeck, 
put  themselves,  as  a  matter  of  course,  in  deadly  an- 
tagonism to  Thorwaldsen  as  chief  of  the  classic  or  pagan 
propagandists.  This  hostility  found  full  vent  when 
Cardinal  Consalvi  on  the  death  of  Canova  handed  over 
to  Thorwaldsen,  an  alien  in  blood  and  religion,  the 
monument  to  Pius  VH  in  St.  Peter's.     This  tomb,  even 
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after  material  emendations  In  the  original  design,  has 
not  been  considered  a  master-work.  Thorwaldsen's 
position  then  as  a  Christian  sculptor  rests  mainly  on 
the  works  executed  for  the  Frauen  Kirche.  On  ap- 
proaching the  church,  the  pediment  is  found  to  be 
occupied  by  the  preaching  of  St.  John.  The  Baptist  is 
here  rightly  modelled  not  as  an  ideal  but  as  an  actual 
man,  and  his  hearers  are  evidently  gathered  from  the 
common  people.  Thorwaldsen  makes  no  attempt  to 
elevate  his  subject ;  the  style  Is  animated  and  picturesque 
homely  and  unpretending.  On  entering  the  church, 
It  becomes  evident  how  much  Thorwaldsen  strives  to 
Invest  the  twelve  Apostles  in  Christian  dignity  and 
quietude.  Raphael  may  have  been  his  exemplar  ;  Indeed 
one  or  more  of  these  Apostles  might  claim  a  place  In 
the  cartoons.  It  Is  said  that  Thorwaldsen,  oppressed 
by  commissions,  found  time  to  work  In  the  marble 
only  on  St.  Peter  and  St.  Paul,  the  two  figures  occu- 
pying the  place  of  honour  next  to  the  Saviour.  These 
twelve  Apostles,  it  were  in  Copenhagen  sacrilege  to 
speak  against,  yet  they  are  far  from  divine  in  any  sense 
of  the  word,  spiritual,  artistic  or  otherwise.  By  the  sea 
of  Galilee  they  never  walked  ;  they  are  clad  as  Roman 
senators  or  Greek  philosophers ;  they  may  have  been 
disciples  of  Socrates,  but  not  of  Christ.  Yet  the  Saviour 
commands  reverence.  The  figure,  from  an  art  point 
of  view,  does  not  belong  to  the  early  Christian  period, 
It  does  not  correspond  to  types  In  the  Catacombs  or  in 
the  Mosaics  of  Ravenna  and  Rome,  it  pertains  rather 
to  the  style  of  Da  Vinci  and  Raphael.  Thorwaldsen 
it  would  appear  was  of  the  opinion  of  Winckelmann,  who 
taught  that  pictures  or  statues  of  the  Saviour  ought 
to  fulfil  the  Idea  which  the  ancients  formed  of  the 
beauty  and  dignity  of  heroes,  and  thus  accomplish  the 
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prophetic  announcement  that  the  Messiah  would  come 
as  the  most  beautiful  among  the  children  of  men. 
Thorwaldsen,  it  may  be  asserted  without  detraction, 
when  he  modelled  this  grand  figure  was  more  the 
classic  than  the  Christian  sculptor.  At  any  rate  the 
great  fact  is  ignored  that  Christianity  came,  as  its 
believers  suppose,  into  the  world  a  divine  power  for 
the  renewing  of  art  as  well  as  of  humanity.  And 
unless  the  spirit  which  from  the  time  of  Pentecost 
has  been  shed  abroad,  dwells  and  moves  in  a  statue, 
the  work  cannot  be  Christian.  We  incline  to  grant  to 
Thorwaldsen's  '  Christ'  some  measure  of  this  inspiration  ; 
the  divine  mingles  with  the  human.  The  Saviour  with 
outstretched  arms  invites  all  to  come  unto  Him  who 
are  weary  and  heavy  laden  ;  the  Apostles  stand  among 
the  people  as  when  their  master  taught  and  fed  the 
multitude.  The  other  day  as  I  listened  to  the  singing 
of  a  hymn  by  a  crowded  congregation  within  this  church, 
Christ  and  the  Twelve  seemed  present.  Yet  the  marble 
lived  not,  the  figures  did  not  speak,  so  true  is  it  that 
sculpture  is  a  silent  art, — an  art  which  rests  in  high 
abstraction,  removed  from  the  actuality  and  the  turmoil 
of  life. 

Into  this  church  the  body  of  Thorwaldsen  was  borne : 
and  solemnly  and  silently  did  the  figures  of  Christ  and 
the  twelve  Apostles  look  down  upon  the  coffin  when 
lowered  to  the  grave.  The  venerable  sculptor  had 
died  suddenly,  full  of  years  and  of  honours,  and  his 
townsfolk  determined  to  give  him  a  distinguished  burial. 
The  body  lay  in  state  in  the  hall  of  the  Academy  sur- 
rounded by  classic  master-works :  the  face  was  un- 
covered, the  head  crowned  with  laurels.  On  the  cof^n 
lid  had  been  traced  the  portrait  statue,  mallet  in  hand, 
now  in  the  Museum ;  upon  the  black  pall  rested  the 


THE  BURIAL.  8i 


sculptor's  chisel.  When  walking  the  other  day  along 
streets  the  gayest  and  busiest  in  Copenhagen,  my 
thoughts  naturally  reverted  to  the  funeral  cortege  which 
a  quarter  of  a  century  before  had  be^n  accompanied  by 
artists  and  singers  to  the  door  of  the  Frauen  Kirche. 
The  body  remained  four  years  in  the  church  awaiting 
the  completion  of  the  final  sepulchre.  Now  in  the  Thor- 
waldsen  Museum  all  that  is  mortal  of  the  great  sculptor 
rests,  surrounded  by  his  life's  labours,  and  twice  or 
oftener  in  each  week  the  doors  of  the  Museum  are 
thrown  open,  and  the  people  from  town  and  country 
come  in  crowds  to  visit  the  grave  of  the  dead,  and  to 
look  on  the  works  by  which  Thorwaldsen  remains  as 
a  living  presence  in  the  city  of  his  birth. 


CHAPTER   III. 

CHRISTIANIA. 

Norway  fortunately  remains  in  a  wild  state  of  nature, 
and  civilisation  being  elsewhere  over-artificial,  and  the 
life  in  cities  feverish  to  excess,  travellers  gladly  plunge 
into  cool  pine  forests,  and  track  the  stream  which  dashes 
from  the  mountain  to  the  fiord.  Such  regions,  it  may 
be  hoped,  will  be  long  left  intact,  if  only  to  serve  as 
fishing,  hunting,  or  sketching-ground  for  the  rest  of 
Europe ;  at  all  events  we  scarcely  deplore  in  Norway 
the  paucity  of  art.  Happily,  the  civilisation  which  in 
England  comes  with  smoky  chimneys  is  as  yet  distant 
from  Scandinavia ;  the  observer  finds  himself  thrown 
back  on  primeval  times  ere  art  was  thought  of,  on 
prehistoric  periods  when  the  flint  was  the  only  imple- 
ment in  use,  and  when  the  hardy  Norseman  trusted 
to  the  spear  for  his  dinner.  While  other  lands  have 
passed  through  successive  phases  of  civilisation,  while 
the  arts  in  the  South  and  the  West  have  attained 
maturity  or  fallen  into  decadence,  it  is  curious  to  note 
how  Northern  territories  lie  still  on  the  frontier  which 
divides  nature  from  art ;  how  primitive  peoples  have 
not  yet  entered  on  aesthetic  existence,  and  how  art, 
when  she  does  struggle  into  life,  assumes  only  simple 
and  elementary  forms.  Students  of  history  will  in 
Norway  mark  phases  which  lands  more  advanced 
passed  through  centuries  ago.  Observations  thus  made 
are  like  the  notes  of  geologists  on  early  strata  of  the 
earth    still    under    mutation.     I    may   add    that,  while 


L  0 1  ^EL  V  SITU  A  TION.  8  3 

primary  rocks  indicate  that  Norway  was  among  the 
first  of  created  lands,  primitive  art  conditions  show  that 
she  is  one  of  the  last  in  art  development. 

Christiania,  the  capital  of  this  Northern  kingdom,  is 
so  lovely  in  position  as  to  need  little  adornment  from 
art.  The  entrance  to  the  town  from  the  sea  can  hardly 
be  surpassed.  Twenty  miles  of  fiord  is  as  noble  a  water 
promenade  as  the  estuary  that  leads  to  Smyrna,  a  city 
which  has  one  of  the  most  ample  of  approaches  from  sea 
or  ocean  with  which  I  am  familiar.  The  granite  boulders 
guarding  the  rock-bound  coast  of  Norway,  though  bare 
and  unpictorial,  are  sculpturesque ;  indeed,  while  sailing 
along  narrow  passages  that  lead  on  the  high  ways  to 
Christiania  and  to  St.  Petersburg,  I  recalled  avenues 
of  sphinxes  which  in  Egypt  lead  to  temples ;  only 
instead  of  a  sea  of  desert  sand,  were  waters  tossed  by 
wild  winds.  In  these  regions  the  conflict,  even  in  the 
summer  month  of  June  between  the  cold  blowing  from 
snow  mountains  and  the  heat  welling  up  from  sunny 
valleys,  causes  unlooked-for  perturbations  in  atmospheric 
currents  with  consequent  rapid  contrasts  in  temperature. 
But,  though  fitful  were  the  days  and  nights, — and  I 
name  the  nights  because  they  are  at  midsummer  light 
almiost  as  the  days — yet  halcyon  was  the  weather  when 
I  steamed  first  within  sight  of  Christiania.  There  the 
town  lay  nestling  among  hills,  more  a  country  village 
than  the  capital  of  a  kingdom.  By  the  time  the  vessel 
had  settled  at  her  moorings,  I  found  myself  in  one  of 
those  spots — but  too  few,  in  the  whole  extent  of  Europe 
with  all  her  encircling  seas — which  appear  as  if  specially 
laid  out  by  nature  for  a  governing  city,  a  seat  of  com- 
merce, a  centre  of  art,  a  pleasant  place  where  travellers 
come  and  go.  I  remember  the  day  when  I  landed  in 
Beyrout,  we  recall  too  the  evening  when  I  heaved  anchor 

G  2 


84  CHRISTIAN/A. 


at  the  Pireus,  and  set  sail  for  the  yEgean  Sea  passing 
the  height  of  Sunium  on  the  way.  Regardless  of  the 
danger  of  comparing  small  things  with  great,  I  said  to 
myself,  here  at  Christiania,  could  we  but  abolish  winter 
and  ice  and  snow,  is  a  sheltered  abode  where  the  arts 
may  blossom  and  civilisation  assume  salient  forms 
responsive  to  a  nature  which  sports  at  ease  between 
hill  and  valley,  sunshine  and  shade,  green  woods  and 
open -plains.  But  yet  hard  granite  rocks  thrust  them- 
selves obnoxiously  amid  soft  verdure — always  a  sus- 
picious sign,  as  if  luxury  and  high-wrought  civilisation 
might  find  themselves  ill  at  ease.  But  at  any  rate, 
when  cloudless  days  and  prolonged  twilights  settle  in, 
life  does  not  wear  an  austere  aspect.  The  ample  bay 
or  basin  from  which  Christiania  rises,  is  as  a  pleasure 
ground,  and  the  reflections  of  the  wood-clad  hills  in 
the  smooth  waters,  might  be  almost  taken  for  lawns 
and  bowling-greens  whereon  gala  parties  pass  to  and 
fro  and  recreate  themselves.  According  to  the  common 
structure  of  these  coasts  the  main  waters  conduct  to 
endless  bye-ways,  seemingly  closed  to  entrance,  but 
opening  spaciously  and  leading  on  as  lines  of  shining 
light  among  rocks  and  precipices  of  impending  gloom. 
Vessels  lay  at  anchor  adding  to  the  foreground  of  the 
picture  strong  masses  and  moving  figures.  Smaller 
boats  ply  hither  and  thither,  and  the  eye  is  caught 
by  certain  racehorse  steamers,  omnibuses,  not  on  wheels 
but  on  water,  the  Hansom  cabs  of  the  bay,  which 
drive  at  full  speed,  and  carry  pleasure  parties  to  the 
estuaries  or  wooded  nooks  that  seemed  the  Richmonds 
and  the  Roshervilles  of  a  capital  which  makes,  for  a 
few  months,  spasmodic  efforts  to  be  festive.  I  regret 
much  that  time  did  not  suffice  to  take  the  many  water 
excursions,  each  of  which  open  up  new  and  paintable 
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prospects  of  the  city  whose  small  art  treasures  were  my 
search. 

One  of  these  water  excursions,  however,  being  in  the 
special  line  of  my  art  studies,  I  was  glad  to  repeat 
twice.  Oscar's  Hall,  reached  by  one  of  the  many 
small  steamers  which  ply  on  these  waters,  is  finely 
situated  on  an  eminence  overlooking  the  fiord.  Pas- 
sengers are  landed  at  a  dilapidated  stage  at  the  foot  of 
a  prettily  wooded  hill,  up  which  the  path  winds.  At 
the  summit  one  road  leads  to  public  pleasure  gardens, 
the  other  soon  brings  the  traveller  to  the  park-like 
grounds  in  which  Oscar's  Hall  is  planted.  The  view 
from  the  terrace  and  the  tower  commanding  the  fiord, 
mountains,  city,  has  not  many  equals  even  in  this 
land  of  panoramas  ;  to  compare  it  with  the  Rhine,  which 
used  to  be  the  test  of  fine  scenery,  were  to  show  it 
indignity.  Entering  within,  the  eye  is  caught  by 
pictures  in  keeping  with  the  landscape  without.  Let 
into  the  panelling  are  six  compositions  by  Frich,  a 
painter  of  Christiania,  comprising  mountains,  forests, 
torrents,  lakes  treated  in  the  showy,  startling,  scenic 
style,  which  Norwegian  painters  borrow  from  Diissel- 
dorf.  Yet  symmetry,  breadth  and  brilliance,  make 
these  pictures  eminently  decorative.  In  soberer  mood 
are  the  ten  scenes — known  far  and  wide  by  engravings — 
taken  by  Tidemand  from  the  life  of  the  Norwegian 
peasant  from  the  cradle  to  the  grave.  A  bride  adorned 
in  bridal  crown  stands  at  the  church-door ;  then  a  child 
falls  sick,  or  a  son  leaves  for  the  perils  of  a  fisher's  life. 
The  best  is  the  last,  wherein  the  venerable  couple  are 
seated  alone,  the  father  reads  to  his  aged  wife  from  a 
large  family  Bible,  Scandinavian  painters  give  unusual 
prominence  to  domestic  worship,  and  in  so  doing  they 
reflect  faithfully  the  habits  of  the  people ;    the  art  of 
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Roman  Catholic  countries  represents  religion,  not  within 
the  house  and  the  home,  but  within  the  church :  in 
these  Lutheran  lands,  on  the  contrary,  religion  is  part 
of  the  daily  life  of  the  cottage,  and  the  father  of  the 
family  takes  the  place  of  the  priest.  These  truly 
national  pictures  by  Tidemand,  the  most  national  of 
painters,  are  a  little  disappointing  in  execution  ;  it  is 
seldom  indeed  that  these  rude  Northern  schools  gain 
mastery  over  the  subtle  technicalities  of  art.  The 
pictures  are  poor  in  colour  and  in  texture,  and  the 
lines  of  composition  are  devoid  of  harmony.  But  the 
strength  of  Tidemand  lies  in  his  loyalty  to  humanity ; 
his  characters  are  true  to  nature  ;  his  narratives  have 
the  charm  of  children's  stories  told  in  simplest  words ; 
his  pictures  are  popular  because  they  are  pathetic  ;  they 
come  home  to  the  human  heart. 

M.  Tidemand  may  be  taken  as  the  type  of  Northern 
schools.  His  character  is  individual  and  rugged,  his 
spirit  earnest.  In  the  last  Paris  Exhibition,  when  little 
besides  French  genius  was  deemed  worthy  of  recognition, 
M.  Tidemand  was  ignored,  .But  his  anterior  honours 
might  suffice.  Having  been  educated  in  Diisseldorf 
under  Hildebrand  and  Schadow,  having  obtained  more 
than  the  usual  apportionment  of  gold  and  silver  medals, 
he  was  elected  into  the  Academies  of  Berlin,  Amster- 
dam, Copenhagen,  Stockholm,  &c.,  appointed  Chevalier 
of  the  Order  of  Saint  Olaf,  and  painter  to  the  Court. 
That,  after  all  these  honours,  M.  Tidemand^s  art  should 
remain  inartistic  seems  less  than  could  have  been  an- 
ticipated. Yet  it  must  be  admitted  that  few  pictures 
leave  on  the  mind  a  deeper  impression  than  '  The 
Distribution  of  the  Sacrament  to  the  aged  and  the 
infirm  according  to  the  Lutheran  form,'  '  Single  Combat 
in  ancient  times,'  '  Village  Funeral  in  Norway,'  *  Cate- 
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chising  by  a  village  schoolmaster  in  a  Norwegian 
country  church,'  the  'Young  man  preaching,'  and 
*  Farewell,'  or  emigrants  leaving  for  America.  In  these 
honest  downright  works  we  scarcely  feel  the  intrusion 
of  art  between  nature  and  the  spectator ;  the  incidents 
are  recorded  with  unadorned  simplicity,  the  narrative 
is  told  as  by  unlettered  men  accustomed  to  unburden 
their  minds  with  deep  emotion.  A  church  adjacent  to 
the  National  Gallery  has  recently  gained  for  its  high 
altar  the  painter's  most  ambitious  work,  'The  Baptism 
of  Christ,'  the  figures  above  life  size. 

In  Oscar's  Hall  I  looked  m  vain  for  the  birds  and 
animals,  the  fruits  and  the  flowers  from  the  adjacent 
country  and  seas  which  the  King  had  some  years  before 
entrusted  to  the  pencil  of  the  brilliant  F.  Boe.  No 
traveller  should  fail  to  visit  this  lovely  spot. 

The  town  itself  contains  scarcely  a  building  worth 
notice.  Broad  streets  are  laid  out  at  right  angles ;  the 
New  Palace,  the  University,  the  Government  offices,  and 
the  National  Gallery  are  modern  structures  which  might 
suit  equally  well  Paris  or  London.  Indeed  architecture 
as  an  art  can  scarcely  be  said  to  exist  in  Norway  at  all ; 
and  sculpture  is  almost  equally  unknown.  The  National 
Gallery,  a  structure  of  no  architectural  pretension,  has 
a  fairly  good  collection  of  pictures.  The  old  masters 
are  very  much  of  the  quality  of  the  so-called  Italian  and 
Dutch  pictures,  which  get  into  the  curiosity-shops  and 
auction-rooms  of  small  provincial  towns  in  England. 
Such  a  collection  may  possibly  be  better  than  nothing 
at  all :  it  may  give  to  Norwegians  some  faint  idea  of 
historic  schools.  Naturally  the  strength  of  the  Gallery 
is  in  painters  of  Northern  Europe.  Germany  is  repre- 
sented by  Leu,  Sohn,  and  Carl  Hiibner;  Sweden  by 
Nordenberg,  Fagerlin,  and  Lindegriin. 
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Norway  and  Sweden,  though  united  under  one  crown, 
have  jealously  maintained  a  severed  existence  as  often 
as  they  have  put  their  resources  on  exhibition  in 
Western  Europe.  In  like  manner,  in  the  National 
Gallery  of  Christiania  the  Norwegian  pictures  are  kept 
apart  from  the  Swedish.  The  painters  of  Norway, 
as  will  be  readily  believed,  are  comparatively  few. 
In  the  Paris  Exhibition  of  1855  twelve  artists  exhibited 
fifteen  works;  in  the  London  International  of  1862 
nineteen  artists  exhibited  fifty-five  works ;  and  in  Paris 
in  1867  twenty-six  artists  exhibited  forty-nine  works. 
The  school  of  Norway,  though  in  this  National  Gallery 
rather  scantily,  is  not  unjustly  represented  by  the  pre- 
sence of  John  Dahl,  Fearnby,  Gobitz,  Tidemand,  Erich, 
Gude,  Boe,  Eckersberg,  Cappeln,  Bodone,  Miiller,  Mordt, 
Printz,  and  last  and  least  the  late  King  Charles  XV. 
That  a  monarch  should  practise  art,  that  the  King  of 
Norway  and  Sweden  should  send  to  the  Paris  Inter- 
national Exhibition,  and  place  in  the  public  galleries  of 
Christiania  and  Stockholm,  landscapes  of  which  no 
amateur  in  our  country  need  feel  ashamed,  is  an  indica- 
tion that  the  arts  have  taken  root  in  the  nations  of  the 
North,  and  that  the  day  is  coming  when  all  classes  may 
fall  under  their  refining  sway.  It  is  known  that  the 
reigning  family  in  Russia  have  made  themselves  ac- 
quainted with  the  history  of  painting  and  of  sculpture 
in  foreign  lands,  and  we  have  seen  in  Denmark  that  the 
Government  sets  apart  considerable  funds  for  the  for- 
mation and  maintenance  in  Copenhagen  of  National 
Museums.  Modern  art  in  Northern  Europe  is  barely 
a  century  old,  and  it  has  more  to  learn  than  even  our 
English  art.  Of  the  Norwegian  painters  before  men- 
tioned, M.  Tidemand  and  Professor  Gude  have  alone 
acquired  European  reputations.     The  talents  of  the  two 
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painters  were  combined  in  a  '  Bridal  Procession  on  Har- 
danger,'  contributed  by  Lord  Ellesmere,  in  1862,  to  the 
International  Exhibition.  Professor  Gude  was  the  only 
Norwegian  thought  worthy  of  distinction  in  the  world- 
wide competition  of  Paris.  One  second-class  prize  re- 
served for  this  truly  great  landscape-painter,  out  of  a 
total  of  sixty-seven  awards,  was  the  disparaging  esti- 
mate of  an  international  jury  on  the  comparative  deserts 
of  the  Norwegian  school. 

It  is  difficult  to  imagine  how  so  many  artists  can 
gain  a  living  in  so  poor  a  country  ;  indeed,  many 
migrate  to  foreign  lands.  Professor  Dahl,  who  made 
himself  a  name  far  beyond  his  native  home,  took  this 
politic  course.  Born  and  educated  in  Bergen,  he  next 
studied,  as  the  habit  of  Norwegian  artists  unfortunately 
used  to  be,  in  the  Academy  of  Copenhagen.  Seven 
years  later  he  happily  betook  himself  to  Dresden,  where 
at  length  he  was  raised  to  the  dignities  and  duties 
of  a  professor.  Dahl  subsequently  travelled  in  Italy, 
where  he  painted  the  eruption  of  Vesuvius  :  through- 
out life  he  seems  to  have  been  actuated  by  the  old 
Norse  spirit  of  adventure.  And  yet  ever  and  anon 
the  love  of  country  would  bring  his  steps  back  to  his 
mountain  and  sea-girt  home.  He  liked  best  to  paint 
the  rocky  coasts  around  his  native  town  of  Bergen  ; 
and  waterfalls  wxre  so  much  his  delight,  that  he 
might  be  called  the  Ruysdael  of  Norway.  I  confess 
that  I  have  never  felt  much  ardour  in  the  presence 
of  these  literal,  dry,  mechanical  transcripts  :  in  fact, 
the  works  of  this  artist  have  less  interest  than  his 
career;  his  professional  life  is  more  than  individual,  it 
is  representative  of  a  whole  people.  In  the  first  place 
we  come  upon  the  youth  as  a  prodigy  in  his  native 
town,  his  infant  works  are  wondered  at,  and  then  next, 
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almost  equally  as  a  matter  of  course,  he  is  sent  to  the 
nearest  art  capital  which  can  offer  academic  teaching. 
As  Norway  continued  in  those  days  united  to  Denmark, 
Copenhagen  was  the  school  destined  for  Dahl,  in  com- 
mon with  others  of  his  contemporaries.  It  is  doubtful 
whether  this  student  of  promise  ever  recovered  from  his 
Danish  apprenticeship.  Certain  it  is  that  the  art  of 
Norway  remained  lifeless  and  lost  so  long  as  Copen- 
hagen continued  the  seat  of  art-teaching.  And  just 
as  Christiania  leaped  into  prosperity  when  she  be- 
came free  from  Danish  yoke,  so  did  the  artists  of 
Christiania  and  Bergen  expand  in  native  genius  when 
they  were  delivered  from  the  tutelage  of  Danish  peda- 
gogues. 

Yet  I  cannot  go  so  far  as  to  say  that  Norway  unaided 
would  have  been  able  to  form  for  herself  a  national 
school.  The  sudden  rise  of  pictorial  art  which  has 
struck  more  favoured  nations  with  amazement,  is  strictly 
to  be  traced  to  the  time  when  students  quitted  Copen- 
hagen for  Diisseldorf.  The  prevailing  form  is  an  off- 
shoot from  the  great  Germanic  stock.  By  way  of  paren- 
thesis I  may  here  observe  that  the  new  birth  does  not 
extend  to  sculpture.  Genre  figures  by  M.  Borch,  and 
busts  and  statuettes  in  ivory  by  M.  Slosimodt,  are  the 
only  sculptured  works  I  can  recall.  The  marked  move- 
ment under  Thorwaldsen  and  his  contemporaries,  which 
secured  the  adornment  of  Copenhagen  and  of  Stockholm 
wdth  statues  both  indoors  and  outdoors  has  stopped  short 
of  Christiania.  Sculpture  has  always  been  the  child  of 
architecture,  and  inasmuch  as  Norwegian  structures  were 
for  centuries  in  wood,  the  only  existing  sculpture  was  in 
wood  also  ;  consequently  workers  in  marble  were  with- 
out a  sphere.  Reverting  to  the  comparatively  recent  rise 
of  the  art  of  painting,  the  above-named  Professor  Dahl 
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marks  the  dividing  line  which  separates  the  old  style 
from  the  new.  His  first  manner  was  determined  by  the 
traditional,  artificial,  and  pseudo-classic  modes  which 
appear  to  have  been  generally  most  tempting  when 
Northern  Europe  unanimously  resolved  to  try  experi- 
ments in  the  way  of  modern  art.  Then  came  the  change 
in  which  Dahl  was  not  only  a  sharer  but  a  potent  agent, 
— a  change  from  effete  idealism  to  a  naturalism  as  fresh 
as  it  was  powerful ;  the  works  wrought  with  this  truer 
aim  drew  on  Dahl  the  attention  of  Northern  and  of 
Central  Europe.  Six  of  the  artist's  pictures  are  in  the 
National  Gallery  of  Copenhagen,  and  four  in  the  Na- 
tional Gallery  of  Christiania,  and  many  more  are  scat- 
tered among  private  collections.  Dahl  was  elected 
member  of  sundry  Academies,  and  decorated  with  nu- 
merous orders  ;  he  obtained,  too,  a  place  in  literature 
by  a  work  on  that  most  enticing  of  topics,  the  early 
wooden  architecture  of  Norway.  His  son,  born  in 
Dresden,  took  to  animal  painting,  and  at  one  time  was 
a  pupil  of  Sir  Edwin  Landseer  in  London.  It  is  curious 
how  the  lives  of  painters  overlap  and  intermingle  :  before 
long  all  art  will  become  simply  cosmopolitan. 

Norway  can  boast  of  but  few  among  her  many  painters 
who  deserve  mention  beyond  her  frontier.  Of  these, 
however,  John  Frederick  Eckersberg  stands  out  pro- 
minently. This  artist,  after  a  pupilage  in  the  Academy 
of  Christiania,  completed  his  education,  with  others  of 
his  countrymen,  in  Diisseldorf,  under  Professor  Schirmer, 
a  master  who  exerted  the  power  of  system,  if  not  of 
genius,  over  a  generation  of  young  men  now  in  the 
prime  of  life.  Eckersberg  took  a  strong  position  in 
the  great  Paris  Exposition  of  1867,  by  a  grand  pano- 
rama seen  from  one  of  the  high  and  central  plateaus 
peculiar  to  Norway.     With  a  skill  which  cannot  be  too 
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highly  commended  the  eye  was  led  from  point  to  point, 
from  distance  to  distance,  till  vision  stretched  to  the 
boundless  expanse  of  plain,  mountain,  and  cloud-land, 
over  which  the  sun  in  light  and  shade  played  dra- 
matically. In  the  National  Gallery  of  Christiania  hangs 
a  large  Norwegian  scene  by  the  same  painter,  cast 
among  mountains,  intersected  by  ravines,  and  crowned 
by  snow-crest  summits.  The  landscape  stands  as  a 
favourite  example  of  the  prevailing  Norwegian-Dussel- 
dorf  manner.  The  country  is  accurately  mapped  out ; 
indeed,  as  an  architect  would  say,  it  combines  ground- 
plan  with  elevation.  How  far  Eckersberg,  though  born 
in  Christiania,  may  be  of  strict  Norwegian  pedigree  is 
of  course  open  to  usual  doubt :  I  have  generally  found 
that  when  one  of  these  Northern  artists  takes  kindly  to 
an  alien  style,  his  blood  at  least  on  one  side  is  also 
foreign.  The  price  paid  for  the  last-named  master- 
work  is  said  to  have  been  only  ;^i50,  and  yet  the  sum 
is  pointed  to  as  unusually  large :  an  English  painter 
would  command  at  least  three  times  the  amount  for 
a  work  of  equal  size  and  quality.  But  prices  are  still 
low  in  Norway ;  life  remains  simple,  and  the  cost  of 
necessaries  is  moderate,  thus  luxuries  such  as  pic- 
tures do  not  reach  the  exorbitant  prices  which  rule  in 
wealthy  capitals.  I  feel  convinced  that  some  of  these 
Norwegian  painters  might  with  profit  be  bought  up  by 
speculative  dealers,  such  as  we  have  had  and  still  have 
in  London,  men  who  secure  on  lease  or  mortgage  any 
talent  which  lies  in  penury  or  obscurity. 

It  is  to  me  a  heartfelt  pleasure  to  trace  in  a  primeval 
land  like  Norway  the  birth  of  unlooked-for,  though 
probably  ill-requited  talent.  It  might  seem  possible 
here  in  a  state  of  nature  to  trace  the  laws  of  native 
genius    elsewere   thwarted    or    perverted,   but   in   these 
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unsophisticated  regions  permitted  to  grow  up  in  com- 
panionship with  pine-trees,  and  in  harmony  with  wild 
rushing  torrents.  I  am  inchned  to  think  that  Hermann 
August  Cappehi  may  have  been  one  of  these  children 
of  nature,  though  how  much  was  due  to  his  school- 
ing in  Diisseldorf  I  cannot  venture  to  say.  That  he 
was  born  with  distinguished  talent  I  have  not  a  doubt. 
A  proof  is,  that  though  he  went  abroad  with  a  laud- 
able ambition  towards  foreign  art,  he  returned  with  a 
childlike  love  to  his  native  land,  and  there  entered  with 
true  poetic  insight  and  passionate  impulse  into  all  that 
is  most  impressive  in  the  golden  and  mysterious  twilight 
of  these  polar-approaching  latitudes.  The  painter  learnt 
the  grammar  and  acquired  the  'thorough-base'  of  his 
art  among  the  Germans,'  and  then  returning  to  harsh 
outlines  and  crude  colours  on  the  western  coast  of 
Scandinavia,  brought  the  knowledge  needful  to  reduce 
his  pictures  into  pleasing  balance  of  lines  and  masses, 
with  nice  accord  of  light,  shade,  and  colour,  especially 
in  the  half-tones.  No  artist  is  safe  in  Norway  until 
he  has  learnt  how  to  mitigate  grandeur  by  beauty. 
Patriotism  may  be  a  fine  quality  in  painting,  but,  like 
other  passions,  it  needs  to  be  ruled  by  discretion. 

Another  artist  of  deserved  renown,  Hans  Frederick 
Gude,  born  in  Christiania,  studied  with  his  townsman 
Eckersberg  in  the  great  school  of  Professor  Schirmer. 
With  the  exception  of  Tidemand,  no  Scandinavian  artist 
is  more  widely  known  than  Gude.  Tidemand  and  Gude, 
who  are  seen  sometimes  on  the  same  canvas,  the  one 
adding  figures  to  the  landscapes  of  the  other,  have  both 
the  good  fortune  to  be  not  only  members  but  professors 
in  the  Dusseldorf  Academy.  It  is  the  height  of  bliss 
when  a  Norwegian  painter  is  thus  blessed  ;  he  exchanges 
a  land  where  art  circles  are  not  yet  formed  for  a  pleasant 
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German  town  wherein  at  the  Academy,  at  the  Malstock 
Art  Club,  and  other  social  gatherings,  he  finds  himself 
among  congenial  spirits,  with  aspirations  in  common. 
The  talk  is  about  art,  and  notwithstanding  keen  rivalry, 
much  mutual  assistance  is  given  in  a  fraternal  way. 
Professor  Gude  seems  to  have  been  the  very  man  to 
profit  by  such  surroundings  ;  his  style  has  lost  every 
suspicion  of  Northern  harshness  and  coldness.  All  that 
he  owes  to  his  native  land  are  mountains  and  fiords, 
with  ah  occasional  beech-wood  ;  the  poetic  spirit  infused 
is  as  the  warm  breath  of  the  sunny  South,  a  spirit  which 
in  the  summer  time  is  not  wholly  strange  to  Scan- 
dinavia. People  have  said  that  this  painter's  art  is 
like  a  growth  in  nature — gradual,  calm,  constant  ;  it 
certainly  has  ever  been  near  to  nature  when,  in  her  ten- 
derest  moods,  it  infuses  beauty  into  grandeur,  and  throws 
gentleness  over  forms  rugged  and  defiant.  Gude's  lake 
scenes  are  lovely  ;  and  a  beech-wood  by  a  mountain- 
stream,  in  the  Gallery  of  Christiania,  displays  knowledge 
which  can  come  only  of  German  training.  Our  own 
Constable  and  Creswick  are  more  simple,  but  here  in 
place  of  simplicity  is  science, — the  science  of  construc- 
tion, the  knowledge  of  the  relation  between  the  parts 
and  the  whole,  the  power  to  reduce  the  infinite  variety 
of  nature  into  unity.  In  fact,  the  best  landscapes  which 
I  met  with  in  my  Northern  tour  were  Norwegian  ;  the 
Swedish  were  scarcely  equal,  while  the  Danish  and  the 
Russian  hold  a  position  vastly  inferior. 

The  only  other  Norwegian  painter  it  is  here  essential 
to  notice  is  Morten  Miiller,  also  identified  with  Diissel- 
dorf,  by  education  as  by  style.  The  noble  landscape 
which  finds  a  place  in  the  Gallery  of  Christiania  has  every 
appearance  of  having  been  painted  in  Germany,  and  yet 
it  is  as  a  summary  of  what  is  grandest  in  Norway:  — 
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dark  mountains,  a  mountain  tarn,  pines,  rocks,  the  dis- 
tant sea,  with  a  grand  array  of  cloud-land  overhead, 
composed  into  an  imposing  panorama.  The  foreground 
is  elaborated  after  the  usual  Dusseldorf  manner,  with 
loose  stones  and  green  herbage,  and  what  is  most 
unpictorial  in  Norwegian  nature,  such  as  the  crudity 
of  greens,  has  been  mitigated  by  shade,  and  managed 
according  to  the  German  system.  I  have  sometimes 
wondered  what  the  Norwegians  themselves  think  of 
these  free  pictorial  treatments :  adaptations  may  be 
needed  for  foreign,  but  scarcely  for  native  eyes.  It  is 
true  that  the  crude  whiteness,  and  the  cast-iron  hard- 
ness of  Swiss  snow  mountains  are  always  softened  down 
by  all  native  artists  save  the  inferior  herd  who  furnish 
shop-fronts  in  Geneva.  And  so  the  only  way  to  render 
wild  Norwegian  landscape  acceptable  to  the  average 
eye  of  Europe  is  to  pass  it  through  some  such  medium 
as  that  of  the  Diisseldorf  Academy.  Yet  I  think  it 
would  be  unfair  and  unwise  to  merge  wholly  the  art  of 
Norway  into  the  art  of  Germany.  At  any  rate  the 
painters  of  Christiania  form  a  distinctive  branch  in  the 
school  of  Diisseldorf.  A  general  survey  of  the  landscapes 
displayed  in  the  National  Gallery  of  Norway  led  me  to 
the  following  descriptive  summary  made  on  the  spot. 
The  style  is  rather  ponderous,  dense,  and  pompous.  The 
colour  is  far  from  good  in  the  colourist's  sense,  and  yet 
colour  has  the  advantage  of  being  used  in  subordina- 
tion to  ideas.  Striking  effects  are  obtained  from  broad 
shadows,  contrasted  with  fitful  surprises  and  rapid  glances 
of  sunlight,  such  as  peep  out  from  and  pierce  through 
dark  clouds  in  these  storm-lands.  The  school  is  also 
distinguished  by  the  deliberate  choice  of  elements  of 
grandeur.  Pictures  are  systematically  composed  out  of 
mountains,  lakes,  deep  valleys,  vast  rocks,  and  stormy 
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skies.  Bierstadt,  the  American,  serves  up  such  materials 
with  the  Hke  dressings.  These  artists  paint  as  dramatists 
spout ;  they  walk  on  stilts,  they  speak  in  heroics.  In 
fact  they  seldom  care  for  nature  at  rest ;  a  quiet  stream 
would  be  for  them  stagnation  ;  a  flat  moor  monotony. 
Thus  it  will  be  understood  how  unlike  this  Norwegian- 
Diisseldorf  style  is  to  the  landscape  art  of  France  or  of 
England, 

These  Norwegian  pictures,  it  may  be  well  to  remem- 
ber, are  fruits  of  a  land  wherein  every  village  has  its 
school,  and  sometimes  its  newspaper;  of  a  territory 
which  without  law  of  primogeniture  is  the  common 
heritage  of  the  sons  of  labour.  The  government  is  free 
in  the  only  true  sense  of  freedom  ;  that  is,  democracy  has 
not  become  a  tyranny,  nor  the  king  a  burden.  The 
House  of  Commons,  thanks  to  a  kind  Providence,  meets 
but  once  in  three  years.  In  a  political  balance  thus 
blissful,  in  a  social  system  so  simple,  the  arts  grow  as 
the  lilies  of  the  field,  and  artists  themselves  are  arrayed 
without  thought  of  the  morrow.  The  race  is  manly  and 
independent,  intelligent  and  vigorous.  When  a  Scan- 
dinavian artist  plies  with  bold  thrust  the  pencil,  we  may 
be  reminded  of  the  warrior's  hand  which  of  old  wielded 
the  sword  ;  the  painter  would  seem  ready  to  fight  for 
every  mountain  and  rock  that  finds  a  place  on  his 
canvas.  The  materials  which  this  savage  land  presents 
to  the  painter,  if  not  exactly  lovely,  are  eminently  pic- 
turesque. Weather-beaten  heads  of  aged  men  and 
women,  costumes  burnt  by  the  sun,  pine-trees  rent  by 
the  storm,  rocks  tossed  by  the  torrent,  are  subjects  made 
ready  by  nature  for  the  artist's  portfolio.  The  works  of 
man  do  not  intrude  upon  these  untamed  wilds ;  the 
landscape  is  unadorned  by  ivy-clad  ruins,  feudal  castles, 
or  venerable  abbeys.     A  saw  mill,  a  timber  bridge,  a 
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wood-built  village,  tell  that  the  constructive  arts  are 
limited  to  pressing  necessities.  Yet  the  tenants  of  these 
mountain  solitudes — peasants  driving  flocks  from  hill- 
side pasturage,  sheep  grouped  among  rocks,  cattle  stand- 
ing at  the  water's  brink,  children  playing  at  the  cottage 
door,  women  preparing  the  evening  meal  round  the  pine- 
wood  fire — are  materials  better  suited  to  the  pencil  than 
the  dressy  subjects  of  more  civilised  lands. 

These  countries  are  as  yet  unspoilt ;  the  smoke  of 
a  steamer  on  a  lake,  the  whistle  of  a  railway  engine  in 
a  valley,  break  not  the  silence  nor  darken  the  sunset. 
God  has  made  the  country,  and  man  has  scarcely  yet 
begun  to  make  the  town  ;  the  unity  of  effect  which  in- 
heres to  works  of  nature  is  unbroken.  And  it  is  evident 
that  the  poetry  which  nature  renews  day  by  day  has 
deeply  penetrated  the  minds  of  these  Northern  painters. 
The  Gallery  of  Christiania  and  other  collections  contain 
landscapes  which  prove  how  strong  is  the  love  of  country 
implanted  in  the  hearts  of  the  people.  The  painters  are 
of  the  people,  ofttimes  they  are  gathered  from  the  ranks 
of  the  labourer ;  and  though  they  owe  their  training  to 
Dusseldorf,  they  barter  not  away  their  birthright. 

Figure -painters  in  Norway  are  few;  indeed  'the 
figure '  is  scarcely  studied,  and  '  the  nude  '  does  not  exist. 
There  is  not  a  Venus  or  a  Grace  in  the  whole  land  ; 
hardly  an  undraped  Nymph.  The  Norwegian  school — 
to  borrow  words  applied  by  Mr.  Ford  to  Spanish  art—is 
draped,  dark,  decent.  As  a  matter  of  course  nothing  is 
discovered  in  this  art  in  common  with  the  poetic  imagi- 
nation, the  aesthetic  sense,  the  love  of  beauty,  found  in 
Southern  Europe  :  neither  has  it  mental  or  structural 
allegiance  with  arts  mediaeval,  mystic,  or  spiritual.  But, 
instead  this  Scandinavian  manifestation  is  modern  and 
material,   strong   and    realistic ;    like   a   parish   register 
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it  chronicles  marriages,  births,  deaths ;  in  place  of  a 
church  or  of  a  superstition  stand  a  healthful  body  and 
an  earnest  life,  working  in  the  path  of  duty. 

Religious  art,  which  has  never  in  the  past  been  quite 
satisfactory  either  to  the  orthodox  protestant  or  to  the 
abstract  rationalist,  here,  I  think,  finds  just  a  possi- 
bility of  obtaining  a  footing  ;  not  as  the  representative 
of  the  collective  church,  but  of  the  individual  Christ- 
ian. Yet  sacred  pictures  in  Norway,  whatever  may 
prove  their  worth,  will  scarcely  have  a  right  to  enter  the 
same  heaven  with  the  creations  of  Fra  Angelico  or  of 
Fra  Bartolomeo.  Indeed  they  hardly  appear  as  the  out- 
come of  the  same  humanity.  But  this  Northern  art  is 
religious  though  it  does  not  venture  on  the  confines  of 
the  unseen  world  ;  it  depicts  a  deathbed,  although  it  may 
not  reveal  a  resurrection.  Unlike  the  art  of  Italy  it  does 
not  open  heaven  to  the  eye,  it  does  not  disclose  the 
horrors  of  hell ;  it  brings  upon  the  scene  neither  angel 
nor  devil ;  it  ventures  not  to  foretell  how  '  The  Judgment 
Universal'  may  be  enacted.  And  yet  this  school  of 
Scandinavia  is  something  more  than  simply  domestic  : 
though  it  does  not  deal  with  annunciations,  crucifixions, 
entombments,  resurrections,  it  is,  I  repeat,  in  the  best 
sense  of  the  word,  religious.  God,  if  nowhere  manifest 
to  vision,  is  present ;  the  relation  between  God  and  the 
conscience  is  felt ;  each  character  seems  to  live  and  move 
under  a  sense  of  duty  ;  something  is  implied  which  the 
painter  has  been  unable  to  put  down,  so  that  silence 
becomes  more  impressive  than  speech,  contemplation 
of  greater  significance  than  action.  This,  the  art  of  the 
Lutheran  Church,  it  will  be  perceived,  is  widely  different 
from  that  of  the  Latin  Church.  And  yet  its  Christianity 
is  undoubted.  The  open  Bible  in  the  peasant's  hut 
proclaims  the  rights  of  the  laity.     The  Church,  indeed, 
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as  the  State,  tends  to  democracy.  Such  mental  and 
ecclesiastical  conditions — not  the  most  favourable,  it  must 
be  admitted,  to  the  arts— have  given  to  Scandinavian 
painting  its  distinctive  character.  The  weakness  of  the 
school  is  in  its  want  of  the  imaginative  and  supernatural, 
the  ideal  and  the  divine  elements.  Its  strength  is  in  its 
individualism  and  independence ;  its  reliance  is  on  hu- 
manity ;  its  religion  rests  on  labour  and  duty.  Interest- 
ing points  of  analogy  exist  between  this  thoughtful, 
solemn,  independent  school  of  Scandinavia  and  old  Ger- 
man art  of  about  the  time  of  Albert  Diirer.  Both  schools 
alike  are  remarkable  for  study  of  individual  character, 
for  heads  wherein  are  graven  the  trials  and  struggles  of 
life.  Similar  religious  and  social  conditions  have  im- 
pressed upon  the  art  of  these  distant  times  and  countries 
cognate  traits. 

'  Northern  Antiquities '  naturally  crop  up  on  Nor- 
wegian soil.  But  the  Museum  in  Christiania,  as  I  saw 
it  in  confusion,  was  in  painful  contrast  to  the  order 
which  by  strong  hand  had  been  made  to  prevail  in 
Copenhagen  and  Stockholm.  Yet  the  contents  of  the 
small  and  ill-kept  rooms,  though  without  the  benefit 
of  a  catalogue,  unmistakably  declare  their  worth.  Most 
exceptional  are  the  pieces  of  old  wood-carving  for  which, 
in  fact,  Norway  among  the  nations  stands  alone.  Here 
are  about  eleven  doorways,  and  it  is  said  twenty  more 
exist  either  still  in  old  churches,  or  in  the  museum  of 
Bergen.  Besides,  there  are  other  carvings,  domestic  as 
well  as  ecclesiastical ;  the  uses  differ,  but  the  style  is 
all  but  identical,  according  to  the  common  law  through- 
out the  world,  that  art  is  essentially  the  same  in  the 
cottage  and  the  church.  What  strikes  the  stranger  as 
remarkable  in  these  semi-barbaric  carvings,  is  that  pagan 
forms  project  themselves  into   Christian  periods.     The 
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apparent  anomaly,  however,  may  be  scarcely  excep- 
tional ;  for  I  remember,  a  quarter  of  a  century  ago, 
when  first  in  Rome,  to  have  had  pointed  out  to  me 
pagan  devices  in  the  doors  of  St.  Peter's.  That  these 
doors,  carved  in  pine  and  brought  from  the  oldest  wood 
churches,  should  derive  their  style  and  subject-matter 
from  a  period  anterior  to  the  introduction  of  Christianity, 
is  but  the  ordinary  history  of  these  Northern  schools 
of  ornament.  The  finest  of  the  eleven  collected  portals 
is  from  the  wooden  church  of  Flaa,  destroyed  in  1854, 
because  too  small,  and  then  enlarged  in  the  modern 
style.  The  date  given  me  in  Christiania  was  the  twelfth 
or  thirteenth  century  ;  but  in  the  South  Kensington 
Museum,  the  cast  of  this  doorway  is  labelled  as  of  the 
eleventh  or  early  twelfth  century ;  in  the  Paris  Inter- 
national Exhibition  the  work  was  absurdly  made  to  pass 
as  an  example  of  the  Byzantine  style  ; — its  historic  value 
consists,  of  course,  in  its  essentially  Northern  character. 
I  mention  these  discrepancies  to  show  how  in  Northern 
capitals  chronology,  and  even  national  styles,  become 
conjectural.  Such  doorways  are  so  remarkable,  and  yet 
so  representative  of  a  universal  art,  that  I  am  tempted 
to  give  my  notes,  taken  before  this  the  most  character- 
istic specimen  I  have  seen  in  Norway.  The  form  is 
that  of  an  ordinary  upright  and  oblong  door  entrance, 
pierced  with  a  round  arch :  the  scale  of  these  wooden 
churches  was  naturally  small.  On  either  side  the  base 
is  composed  of  circles  of  foliage  and  buds  all  mixed 
together  and  treated  conventionally  ;  from  this  ground- 
work springs  a  larger  and  more  open  growth,  with  the 
ever-recurring  serpent  tortuously  entwined,  and  seizing 
with  its  bird  or  griffin-like  beak  the  foliated  ornament 
nearest  within  reach.  At  the  summit  is  a  grand  display 
of  dragons,  supplied  with  wings,  devouring  jaws  and 
other  fearful  appurtenances. 
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One  point  to  be  noted  in  this  and  other  hke  works, 
is  that  the  age  of  the  individual  object  is  as  nothing 
to  the  antiquity  of  the  style.  When  a  mode  of  orna- 
mentation is  taken  direct  from  nature,  it  may  be  but 
of  yesterday  ;  but  when,  on  the  contrary,  as  here,  every 
form  is  conventionalised,  and  the  monsters  introduced 
are  far  removed  from  existing  types,  we  may  be  sure 
that  long  and  unfathomable  periods  were  needed  for 
development.  Among  wooden  chairs,  is  a  work  as  far 
back  as  the  twelfth  century :  one  of  the  earliest  speci- 
mens of  woodwork  in  England,  the  Coronation  Chair, 
in  Westminster  Abbey,  is  about  two  centuries  later. 
In  this  piece  of  domestic  furniture,  the  burden  of  the 
story  is  again  the  slaying  of  dragons.  This  mode  of 
ornamentation  continued  down  to  the  fifteenth  century ; 
but  the  bas-reliefs  became  still  lower,  the  foliage  also 
grew  freer,  and  at  length  the  dragon  was  left  out, 
possibly  in  deference  to  Christianity.  A  door  from  the 
house  of  a  peasant,  in  the  fourteenth  century,  also  other 
domestic  portals,  are  all  of  interest,  in  proof  of  the 
universal  law  already  stated,  that  in  all  true  art  epochs 
the  church  and  the  private  dwelling  have  one  and  the 
same  style  of  decoration.  The  late  period  at  which 
Norway  became  Christianised,  may  be  an  additional 
reason  why  no  expressly  sacred  style  was  formed. 

I  will  rapidly  enumerate  a  few  other  objects  which 
struck  me  as  remarkable.  Here  are  large  bundles  of 
wooden  calendars  from  Iceland,  similar  to  those  already 
mentioned  in  Copenhagen.  The  gold  ornaments  are 
naturally  surpassed  in  the  richer  countries  of  Denmark, 
Sweden,  and  Ireland  ;  but  worthy  of  remembrance  is 
a  massive  gold  collar,  supposed  to  have  adorned  a  statue 
of  Odin,  and  then  hidden  away  when  heathen  temples 
were  spoiled  on  the  introduction  of  Christianity.  There 
are  also  coin-like  pendants  for  necklaces,  some  showing 
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Northern  and  others  Byzantine  influences.  There  are 
likewise  silver  diadems,  supposed  to  date  about  900  A.D., 
found  with  early  Arabic  coins  ;  likewise  gold  chains  of 
perhaps  the  same  period,  found  with  crowns  in  a  bog. 
Such  '  finds '  recall  the  bog-buried  treasures  of  Ireland. 
In  Norway  indeed  have  been  dug  up  Irish  brooches 
and  other  Irish  or  Scotch  metal  work  :  similar  specimens 
are  in  the  Dublin  Museum.  Lastly,  I  must  mention 
the  magnificent  series  of  fibula  or  morse,  bronze  gilt 
and  inlaid  with  silver  :  the  dates  are  said  to  range  from 
700  to  1000  A.D.  The  ornamentation,  which  is  very 
fine,  has  a  character  akin  to  the  surface  decoration  on 
the  wooden  doorways.  The  style,  in  fact,  had  become 
stereotyped,  and  was  used  for  metal  and  for  wood  alike. 
I  may  add  that  the  museum  is  arranged  under  the 
several  epochs  of  stone,  bronze,  and  iron,  a  classification 
now  all  but  universally  adopted. 

Art  in  Norway  is  as  the  grain  of  mustard-seed,  and 
the  growth  may  be  long  delayed.  The  land  is  sterile, 
and  only  one-hundredth  part  of  the  soil  is  under  cul- 
tivation ;  the  total  population  is  not  more  than  half 
that  of  London  ;  the  people  are  poor,  and  patrons  few 
and  far  between.  Yet  Northern  nations  have  a  mission  : 
art  engrafted  on  a  rude  stock,  gains  vigorous  growth. 
The  art  of  Italy  is  as  a  songstress  ;  she  moves  in  dance 
to  music.  The  art  of  Scandinavia  is  that  of  the  hunter 
and  the  pioneer,  not  that  of  man  at  play,  but  of  man  at 
labour.  And  it  seems  ordained  that  between  frozen 
and  torrid  zones  the  imagination  should  maintain  an 
intercourse.  As  wintry  winds  passing  from  pole  to 
equator  maintain  nature's  equilibrium,  so  do  thoughts 
from  the  frozen  zone  renew  health  and  vigour  to  the 
enervated  imagination  of  the  South. 


CHAPTER   IV. 

STOCKHOLM. 

I  SHALL  never  forget  the  journey  from  Christlania 
to  Stockholm,  commenced  on  a  Tuesday  morning  at 
eight  o'clock,  and  ended  on  the  Thursday  evening  at 
six  o'clock.  The  part  made  by  railway  has  left  little 
impression,  though  I  do  remember  how  the  train 
clambered  along  the  mountain  side  and  dipped  again 
into  ravines,  eluding  all  tunnels,  and  thus  keeping  an 
open  view^  of  hills,  rocks,  and  pine-forests.  I  know  of 
few  sensations  more  exhilarating  than  rushing  along 
at  steam  speed  through  the  midst  of  the  magnificent 
pine-trees  which  clothe  the  sheltered  valleys  of  Sweden  ; 
and  to  the  last  hour  of  the  journey  I  never  tired  of 
thrusting  my  head  out  of  the  window  to  catch  a  last 
view  of  some  magnificent  group  which  threw  its  pointed 
summits  into  the  far-off  sky  and  cloud,  as  spires  or 
pinnacles  which  rise  above  a  plain.  In  years  past  I 
should  have  enjoyed  nothing  more  than  a  sketching 
tour  in  these  districts,  with  a  knapsack  on  back  and 
a  man  to  carry  a  tent  with  other  appliances.  Luckily 
the  railroad  was  not  completed,  and  therefore  I  had  the 
experience  of  eleven  hours  in  carrioles  ;  and,  to  make 
the  small  adventure  all  the  more  pleasant,  the  journey 
was  carried  through  the  night.  After  a  comfortable 
dinner  the  driver,  myself,  and  luggage,  accomplished 
a  start  an  hour  or  two  before  sunset  ;  the  stoutly-built 
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little  horse  rushed  headlong  down  a  road  which  in  any 
other  land  would  be  called  a  precipice,  and  so  we  at 
once  plunged  into  the  heart  of  a  country  boundless 
and  almost  pathless.  To  watch  the  approach  of  the 
sun's  setting,  when  trees  in  the  foreground  in  response 
to  the  speed  of  the  carriole  meet  the  traveller  at  the 
rate  of  ten  miles  an  hour,  is  pleasantly  exhilarating. 
These  big  creatures,  like  giant  figures,  march  across  the 
panorama,  and  as  they  make  their  entry  or  their  exit, 
the  scene  shifts,  and  a  fresh  picture  is  brought  before 
the  artist's  eye.  How  nice  it  would  be  if  a  man  could 
pack  away  safely  in  his  brain  a  portfolio  of  the  sketches 
which  mentally  he  makes  as  subject  after  subject  flashes 
into  sight !  Before  sunset  brought  to  a  close  this  pretty 
game  of  mental  sketching,  I  had  seen  enough  to  prove 
how  little  art  had  done  towards  exhausting  the  ab- 
solutely inexhaustible  resources  of  nature  in  these 
untamed  and  unpainted  wilds.  And  then,  when  the 
golden  sunshine  had  given  place  to  the  silvery  grey  of 
a  summer's  night,  not  lighted  by  stars  only  but  by 
the  radiance  which  marked  the  whereabouts  of  the  orb 
of  day,  even  to  the  dawn,  the  sense  of  sight  seemed 
dimmed,  in  order  that  the  sister  sense  of  hearing  might 
keep  watch.  And  yet  no  sound  was  heard  save  the 
rattling  of  the  wheels,  the  sharp  clank  of  the  horse's 
hoofs  upon  the  stony  way,  and  the  whisper  of  distant 
waters  carried  by  the  wind  from  among  dark  rocks. 
The  silence  of  the  night  enhanced  the  solemn  shadows 
of  the  spectral  pine-trees  seen  as  in  dreamland  ;  for, 
though  light  still  lingered  beyond  midnight  as  some- 
thing between  light  and  darkness,  the  light  was  not 
sufficient  for  labour,  nor  the  darkness  quite  suggestive 
of  sleep.  Little  by  little  the  burning  embers  which 
had  never  gone  quite  out  in  the  horizon  rekindled,  till 
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cloud  after  cloud  caught  fire,  and  the  whole  sky  burned 
with  colour — it  was  once  more  day.  I  scarcely  knew 
how  to  greet  the  sun — not  as  a  stranger,  for  his  presence 
had  scarcely  been  withdrawn  ;  the  purpose  of  his  ab- 
sence seemed  to  be  to  mitigate  heat  rather  than  to  take 
away  light.  The  peasants  I  found  not  over  eager  to 
bestir  themselves,  and  the  birds  in  the  trees  seemed 
wishful  to  continue  sleep  a  little  longer.  A  day  without 
a  night  appears  to  tire  out  inanimate  nature  ;  even  the 
wayside  flowers  lead  too  fast  a  life  in  these  summer 
months. 

My  first  walk  in  and  about  Stockholm  proved  it  to 
be  one  of  the  most  pleasant  and  picturesque  capitals 
I  had  ever  entered.  Again  I  found  myself  encircled 
by  inland  waters  and  all  but  tideless  seas.  Stockholm 
indeed  is  Queen  of  the  Baltic,  as  Venice  is  Queen  of 
the  Adriatic  ;  the  sea  is  in  her  streets,  merchandise  is 
brought  to  her  doors  along  the  noiseless  highway  of 
waters.  The  town  in  fact  floats  on  islands  :  before  it 
is  the  Baltic,  and  at  its  rear  the  large  Malar  lake ;  in 
no  city,  not  even  in  Venice,  is  the  water  communication 
more  easy  or  extended.  I  proved,  for  example,  though 
at  the  cost  of  time  I  could  ill  afford,  that  there  is  inland 
navigation  all  the  way  to  the  old  university  town  of 
Upsala  ;  and  certainly,  had  I  not  been  anxious  to  push 
on  to  Russia,  I  should  have  embarked  in  a  boat,  and 
made  my  way  along  canals  and  lakes  to  Gottenburg, 
on  the  western  shore.  I  am  not  sure  that  an  artist 
would  feel  himself  repaid  for  an  excursion  so  protracted  ; 
but,  at  all  events,  with  advantage,  a  pleasant  hour  or 
more  might  be  devoted  to  some  few  of  the  thousand 
islands  which  float  upon  the  Malar  lake. 

Another  charming  sail,  is  to  the  Deer  Park,  v/here 
ample  sketching  materials  are  met  with  among  oak-trees 
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and  rocks.  After  a  morning's  sketch  this  walk  might 
be  extended  to  the  poet  Bellmann's  Bust,  a  giant  head 
among  trees,  or  to  the  vast  porphyry  vase  in  the  palace 
garden.  The  return  to  the  city  by  moonhght,  over 
bridges  and  along  the  shores  of  estuaries,  offers  more 
lovely  studies  of  moonlight -effects  than  I  have  ever 
witnessed  in  the  space  of  two  hours,  though  I  have 
known  Venice,  Granada,  Naples,  Athens,  Constantinople, 
Jerusalem,  Cairo,  and  Thebes,  all  by  moonlight.  One 
reason  why  the  night  is  more  enchanting  than  the  day, 
is  that  half  the  details  are  lost  ;  thus  the  suburban 
prettiness  of  Stockholm,  which  in  daylight  distresses 
the  painter's  eye,  becomes  merged  in  broad  masses  of 
shadowy  trees  and  shining  waters,  with  Rembrandt-like 
effects  of  light  and  shade  cast  over  hill,  church-tower, 
massive  palace,  and  half-furled  sail. 

Stockholm,  though  she  owes  very  much  to  nature, 
has  not  been  indifferent  to  the  attractions  of  art.  The 
king's  palace,  of  the  date  of  last  century,  stands  mag- 
nificently in  front  of  the  harbour ;  the  architect.  Count 
Tessin,  an  Italianised  Scandinavian,  merits  the  fame 
which  here  simple  symmetry  and  solid  design  win  him. 
Within  the  palace  is  a  spacious  royal  library  and  an 
interesting  gallery  of  Swedish  pictures.  In  more  recent 
days  has  been  reared  on  the  opposite  side,  of  the  quay 
a  large  and  good-looking  building,  which  combines  the 
picture-galleries,  the  sculpture -museum,  the  collection 
of  Northern  antiquities,  &c.  Also  on  the  other  side  of 
the  town  is  an  extensive  zoological  museum  attached 
to  the  Academy  of  Sciences.  I  was  particularly  struck 
with  the  collection  of  Scandinavian  fauna,  and  birds 
which  belong  to  these  rocky  coasts.  In  some  of  the 
Northern  museums  they  have  a  pretty  way  of  painting 
a  background  to  represent  the  condition  of  the  earth's 
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surface  in  the  primeval  ages,  when  these  faunae  formed 
a  conspicuous  feature  in  the  landscape. 

Stockholm  has  not  much  to  show  in  the  way  of  ar- 
chitecture. In  Scandinavia,  as  in  Switzerland,  the 
abundance  of  wood  and  the  poverty  of  the  people  long- 
retarded  the  use  of  stone  ;  moreover,  the  Gothic  style, 
as  employed,  for  example,  in  the  cathedrals  of  Upsala 
and  Abo,  seems  to  have  been  imperfectly  understood  ; 
in  construction  and  ornament  these  imposing  churches 
are  at  once  massive  and  barbaric.  Again,  it  is  cause 
for  regret  that  of  late  years  the  whole  of  Northern 
Europe  has  fallen  a  prey  to  the  Italian  Renaissance. 
Consequently  there  is  not  a  capital  on  the  shores  of 
the  Baltic  which  can  claim  a  national  style  ;  every  street 
shows  that  foreign  ideas  from  afar  have  not  only  been 
stolen  wholesale,  but  that  even  the  most  commonplace 
forms,  when  stolen,  have  been  perverted  and  spoilt. 
This  lack  of  originating  power  among  Northern  nations, 
felt  in  all  arts  about  equally,  is  the  most  discouraging 
trait  in  the  future  of  lands  struggling  to  gain  modern 
civilisation.  The  Royal  Palace,  of  which  Stockholm  is 
justly  proud,  would  look  more  at  home  on  the  shores 
of  Genoa,  while  its  handsome  vis-a-vis  across  the  water, 
the  new  Art  Museum,  comes  from  Berlin.  Such  eccle- 
siastical Gothic  as  remains  is  of  little  worth ;  the  interest 
of  the  churches  is  chiefly  limited  to  historic  tombs. 
The  edifice  used  as  the  Royal  Mausoleum  was  at  the 
time  of  my  visit  absolutely  gutted  by  restorers ;  still 
it  was  possible  to  distinguish  the  monuments  of  the 
kings  :  in  the  choir  repose  the  mortal  remains  of  the 
great  Gustavus  Adolphus.  Other  churches  may  be 
worth  a  visit  for  the  sake  of  native  art;  a  traveller  should 
never  miss  works  executed  on  the  spot  by  natives  held 
in  local  respect.     In  one  church  are  tv/o  large  canvases 
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by  the  highly- reputed  Swedish  artist,  Ehrenstrahl  ; 
in  another  is  a  large  alto-relievo  of  the  Resurrection, 
with  a  monument  to  Descartes,  severally  by  the  much- 
esteemed  sculptor  Sergell ;  and  in  a  third  church  is  an 
altarpiece  by  the  renowned  Swedish  painter  Sandberg. 
Of  course  not  one  of  these  works  is  of  much  value  in 
the  abstract ;  still,  in  the  building  up  of  the  local  school, 
every  detail  is  more  or  less  essential  to  the  whole. 
Neither  is  it  unimportant  in  the  history  of  the  relation 
between  the  arts  and  the  Reformation,  to  observe  how 
here,  under  Lutheran  sway,  not  only  sculptors  but 
painters  find  a  vocation.  In  Stockholm  I  was  indeed 
reminded  of  Nuremberg.  In  the  churches  of  each  city 
the  iconoclasts  of  the  Reformation  have  been  merciful, 
hence  the  altars  and  the  interiors  generally  show  reve- 
rence for  antiquity ;  the  dust  of  centuries  is  permitted 
to  repose  where  it  listeth  ;  the  besom  of  the  Refoi:mation 
has  not  swept  away  all  cobwebs,  nor  covered  every 
surface  with  whitewash. 

The  wise  tolerance  extended  to  all  true  mental  action 
has  proved  favourable  to  the  growth  of  genius,  whether 
pohtical,  scientific,  or  artistic.  The  stranger  who  may 
have  supposed  that  he  was  approaching  in  these  northern 
capitals,  a  latitude  where  the  signs  of  civilisation  are  few 
and  far  between,  is  agreeably  surprised  to  find  in  Stock- 
holm more  than  an  average  allowance  of  public  monu- 
ments to  honoured  men.  Here  in  the  open  streets  are 
a  bronze  statue  to  Gustavus  Wasa  ;  an  equestrian  statue 
to  Gustavus  Adolphus ;  a  bronze  statue  to  Gustavus  III, 
one  of  the  best  works  by  the  Swedish  sculptor  Sergell ; 
a  fine  group  flanked  by  lions  to  Charles  XIII,  the  joint 
creation  of  Gothe  and  Fogelberg,  both  Swedish  sculptors. 
Statues  of  other  kings  have  been  or  will  be  erected  in 
the  city.     Already  has  been  named  the  noble  colossal 
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bust  in  the  Deer  Park  to  the  poet  Bellmann,  and  it 
remains  to  add  the  bronze  group  of  the  Wrestlers,  by 
the  Swedish  sculptor  Molin,  a  work  which  after  having 
by  its  sinew,  action,  and  sharp  modelling,  produced  a 
sensation  in  the  nave  of  the  London  Exhibition  of  1862, 
now  finds  a  worthy  resting-place  close  by  the  Museum 
which  contains  most  that  is  revered  in  the  national  arts 
of  Sweden.  In  short,  the  traveller  while  walking  about 
the  town  finds  himself  in  the  presence  of  great  local 
celebrities.  To  people  a  city  with  the  illustrious  dead 
I  have  always  deemed  to  be  the  special  privilege  of  the 
sculptor^s  art.  I  was  glad  to  notice  peasants  in  costumes 
which  I  would  willingly  have  carried  away  for  studio  or 
museum,  standing  before  a  public  monument,  while  one 
of  the  company  would  hold  forth  on  the  virtues  of  the 
deceased ;  thus  respect  is  kept  alive  from  generation 
to  generation  for  the  men  who  have  desei-ved  well  of 
their  country.  The  present  generation  in  Sweden  has 
indeed  much  that  may  incite  to  mental  activity.  In 
addition  to  the  celebrities  already  mentioned  as  having 
been  found  worthy  of  statues,  are  men  and  women  whose 
memories  will  live  though  there  be  no  outward  memo- 
rial, save  works  which  cannot  die.  Linnaeus  was  a 
Swede,  and  his  medallion  portrait  by  his  countryman 
Sergell  is  in  the  cathedral  of  Upsala.  Berzelius  the 
chemist,  and  Swedenborg  the  mystic,  Sergell,  Bystrom, 
and  Fogelberg,  sculptors ;  Ehrenstrahl,  Nordgren,  Fa- 
gerlin,  Larsson,  Berg,  and  others,  painters ;  Frederika 
Bremer,  the  national  novelist,  and  Jenny  Lind,  the 
nightingale  of  the  North,  are  all  Swedes.  Jenny  Lind, 
whose  earliest  efforts  are  still  remembered,  is  here 
adored  ;  she  has  with  the  proceeds  of  a  single  season  at 
the  Stockholm  theatre  endowed  a  school  for  the  free 
musical  instruction  of  the  poor. 
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The  National  Museum  was  finished  in  1863,  from  the 
designs  of  the  Prussian  architect  M.  Stiller.     The  style 
is   one   of  those   well-balanced   compilations    from    the 
palatial  buildings  of  the  time  of  the  Italian  Renaissance, 
which   abound    in   Munich,  Vienna,  and   Berlin.       This 
Museum,  though  it  might  equally  well  be  planted  in  a 
German  capital,  does  not  look  out  of  place  in  Stock- 
holm.    The  Prussians  display  as  much  system  in   arts 
as  in  arms  :   no  interior  could  be  better  planned.     The 
basement  is  devoted  to  Swedish  archaeology  ;   the  first 
floor  receives  ancient  and  modern  sculpture,  &c.,  while 
the  third  storey  offers  a  good  top-light  to  a  collection  of 
more  than  a  thousand  pictures.     To  begin  with  the  last, 
it  would  appear  that  these  not  very  remarkable  works 
have  been  got  together  in  the  usual  way.     First  existed 
a  miscellaneous  gathering  of  about  three  hundred  pic- 
tures ;    then  came  from  time  to  time  additions   under 
successive  sovereigns,  often  by  purchase,  occasionally  by 
bequest.      On  the    completion    of  the   Gallery  experts 
were  employed  by  the  Government  to  select  from  the 
royal  residences  the  works   found  most  worthy  of  the 
national  collection.     In  the  end  450  pictures  were  re- 
jected and  1042  approved.     The  various  schools  present 
are  in  the  following  proportions  :    the   Italian  is  repre- 
sented by  250  works;    the  German  by  56;    the  Dutch 
and  Flemish  by  451  ;  the  French  by  141  ;  the  Spanish 
by  17  ;  the  Swedish  by  106 ;  and  the  Danish  by  5.    The 
quality  of  the   collection   is   mediocre  ;    the  number  of 
spurious  examples  as  usual  in  these  Northern  galleries 
proves  alarmingly  great.     It  were  mere  waste  of  time 
to  go  in  detail  through  the  collection,  but  a  few  salient 
points  may  be  briefly  noted.     The  Italian  pictures,  as 
might  be  expected,  all  belong  to  a  late  period  ;  the  taste 
for  early,  severe,  and  spiritual  art  appears  never  to  have 
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sprung  up  in  Sweden.  Compositions  large  and  flaunt- 
ing seem  to  have  been  thought  the  best  educators  of  the 
people.  Accordingly  the  native  school,  when  it  made 
a  first  start,  rather  more  than  a  century  ago,  took  this 
direction.  In  the  German  department  the  only  work 
I  have  noted  is  a  '  Descent  from  the  Cross/  by  Wohl- 
gemuth, the  master  of  Albert  Diirer,  the  sole  example 
of  this  scarce  painter  I  met  with  in  these  northern  king- 
doms. The  Hermitage  has  no  picture  by  either 
Wohlgemuth  or  Diirer.  But  the  strength  of  the  Stock- 
holm Gallery,  as  of  Scandinavian  and  Russian  col- 
lections generally,  is  in  Dutch  and  Flemish  masters. 
I  have  here  marked  for  excellence  3  works  by  Carl 
du  Jardin,  2  by  Metsur,  6  by  Ostade,  4  by  Rembrandt, 
4  by  Rubens,  3  by  Fyt,  2  by  Goyen,  2  by  Teniers,  and 
4  by  Wouvermann.  Among  the  Spaniards  there  is  a 
head  ascribed  with  some  probability  to  Velasquez.  In 
the  French  section  scarcely  anything  occurs  w^orth  at- 
tention, except  two  charming  domestic  scenes  by  Char- 
din.  I  observed  a  few  copyists  doing  fairly  good  work 
in  various  parts  of  the  Gallery :  they  must  find  it  a  poor 
trade  in  a  country  indigent  as  Scandinavia  :  the  class 
known  elsewhere  as  experts,  who  make  copying  in  the 
galleries  a  deliberate  profession,  has  scarcely  yet  grown 
into  existence  in  the  northern  capitals  of  Copenhagen, 
Christiania,  Stockholm,  St.  Petersburg,  or  Moscow.  The 
copies  best  worth  an  Englishman's  attention  in  Stock- 
holm are  from  such  modern  Swedish  w^orks  as  deserve 
elsewhere  to  be  better  known. 

The  Swedish  School  of  painting,  though  seen  to  ad- 
vantage in  successive  International  Exhibitions  in  Eng- 
land and  on  the  continent,  can  only  be  fairly  judged  in 
Stockholm.  In  the  Royal  Palace  and  in  the  National 
Museum    are  products  which,  by  number  and   quality, 
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show  the  strenuous  efforts  made,  and  not  in  vain,  to  rear 
a  native  school  of  painting.  The  late  King  was  some- 
thing more  than  a  dabbler.  His  numerous  landscapes 
are  good  in  intention  and  right  in  effect,  but  naturally 
they  break  down  through  want  of  study, — indeed  it  is 
said  that  Charles  XV  got  artists  to  put  his  pictures 
right,  just  as  it  is  supposed  that  Frederick  the  Great 
obtained  the  literary  aid  of  Voltaire.  The  late  King 
was  undoubtedly  the  best  artist  who  has  worn  a  crown, 
but  had  he  been  a  mere  subject  instead  of  a  sovereign 
he  must  have  starved  in  obscurity.  The  landscapes 
which  have  proclaimed  the  dilettante  and  self-indulgent 
monarch  in  International  Galleries,  are  naturally  not 
scarce  at  home  in  Sweden  and  Norway.  A  king  who 
even  coquettes  with  the  arts  is  at  any  rate  likely  to  do 
more  good  than  harm. 

The  Swedish  pictures  in  the  National  Museum  are 
1 06,  and  the  number  of  painters  present  51.  The  school 
seated  in  Stockholm  has  a  history  ;  it  dates  back  for 
two  centuries  ;  it  is  prior,  as  indeed  would  seem  likely, 
to  the  Russian  Renaissance.  Unfortunately,  however, 
the  arts  were  imported  as  exotics,  and  so  their  growth 
became  forced  and  artificial.  The  seventeenth  century 
was  for  Sweden  as  for  the  rest  of  Europe  an  age  of  far- 
fetched allegory,  commonplace  romance,  effete  idealism. 
The  artists  born  in  the  seventeenth  and  in  the  eighteenth 
centuries,  as  a  rule,  are  artificial,  if  not  classicists,  they 
are  impotent  in  the  pursuit  of  nature  :  of  this  order 
I  have  found  about  twenty.  But  with  the  present 
century  came  a  marked  change  in  Sweden,  in  common 
with  the  sister  kingdoms  of  Norway  and  of  Denmark. 
The  study  of  nature  for  the  first  time  grew  earnest  and 
thorough  ;  classicism,  especially  when  borrowed  at  second 
or  third  hand,  was   surrendered,  as  it  ought  to  be  on 
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these  non -classic  grounds.  In  short,  as  before  said, 
when  speaking  of  Copenhagen,  a  false  start  had  been 
made,  and  it  was  needful  to  commence  afresh  at  the 
beginning ;  in  other  words,  painters  found  reason  to 
make  immediate  appeal  to  nature  on  the  spot,  and  thus 
a  national  art  for  Sweden  became  possible. 

Sweden,  in  accordance  with  the  law  already  in  these 
pages  enunciated,  did  not  partake  herself  to  art  till 
she  had  acquired  wealth,  political  power,  and  European 
position.  There  was  a  certain  Klockner,  afterwards  en- 
nobled and  known  as  David  von  Ehrenstrahl,  who,  born 
in  Hamburg  in  1629,  received  an  art  education  first  in 
Amsterdam,  and  then  in  Italy,  under  that  greatest  of 
scene  painters,. Pietro  da  Cortona.  This  aforesaid  Von 
Ehrenstrahl  seems  in  his  youth  to  have  formed  some 
official  connection  with  Sweden,  and  thus  probably 
became  the  readiest  instrument  for  the  work  needed 
in  Stockholm.  This  creature  of  fortune  was  created 
court  painter  to  Charles  XI  in  1661,  and  the  National 
Museum  bears  witness  to  the  duties  which  devolved 
upon  him.  Here  hangs  a  portrait  picture  of  the  chil- 
dren of  Charles  XI,  and  among  them  is  the  future 
Charles  XII  painted  in  nudity,  riding  on  the  back  of 
a  lion  :  two  sisters  equally  without  drapery  play  beside 
their  brother.  I  find  in  my  catalogue  the  following  un- 
flattering remark  :  this  is  about  the  worst  picture  I  have 
ever  seen,  all  the  faults  of  Domenichino  and  of  the 
Carracci  are  huddled  together  in  dire  confusion.  But 
the  vulgarity  of  this  art  was  no  impediment  to  the 
advancement  of  the  artist  himself;  court  favours  were 
showered  upon  him,  perhaps  for  the  simple  reason  that 
in  those  days  there  scarcely  was  a  man  in  Sweden, 
whether  king  or  subject,  who  could  distinguish  between 
a  good  or  a  bad   picture.     Ehrenstrahl  seems  to  have 
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been  the  very  person  for  the  post ;  endowed  with  a  force 
scarcely  surpassed  by  Rubens,  the  amount  of  work  he 
got  through  Avas  amazing.  The  Court,  when  at  length 
a  start  was  made,  determined  that  pictures  should  be 
manufactured  wholesale.  The  coronation  of  Charles  XI, 
now  in  the  palace  on  the  lovely  island  of  Drottningholm, 
is  the  painter's  masterpiece.  That  any  Swedish  artist 
of  the  present  century  will  have  so  grand  a  cererHony 
for  a  subject  appears  improbable  :  state  displays  are  now 
at  a  discount  among  these  thrifty,  simple,  and  somewhat 
democratic  people :  the  coronation  of  the  new  King  Oscar 
may  prove  the  last  of  such  occasions. 

A  few  words  more  ere  we  pass  from  the  court  painter 
Von  Ehrenstrahl.  In  the  old  church  of  St.  Nicholas, 
conspicuous  by  a  tower  which  groups  effectively  with 
the  royal  palace,  I  was  thunderstruck  with  two  mighty 
compositions  by  this  physical-force  painter.  The  one, 
'  The  Crucifixion,'  the  other, '  The  Last  Judgment/  arrest 
as  much  attention  as  an  extravaganza  by  Rubens,  Cor- 
tona,  or  Tiepolo.  For  size  and  for  mastery  these  fierce 
and  florid  compositions  are  the  most  signal  works  ever 
executed  in  Scandinavia.  Yet  the  style  is  below  the 
standard  of  countries  more  advanced.  Modern  art 
reached  these  shores  not  only  late,  but  in  a  state  fallen 
and  corrupt.  Ehrenstrahl  died  at  Stockholm  in  the  last 
year  of  the  seventeenth  century  :  that  his  works  have 
been  generally  engraved  may  be  accepted  in  proof  of 
the  esteem  in  which  he  is  held.  More  than  a  dozen 
native  painters  could  be  named,  who  in  the  meanest 
fashion  satisfied  the  aspirations  of  the  nation.  The 
style  was  still  bastard  Italian,  with  just  that  touch  of 
commonest  nature  which  has  seldom  been  wanting  to 
Danes,  Norwegians,  or  Swedes.  The  court  daubers  got 
employment  by  multiplying  the  portraits  of  kings,  and 
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through  the  celebration  of  state  ceremonies.  A  certain 
M.  Pilo  immortalised  Gustavus  III,  crowned  in  'the 
great  church  of  Stockholm,'  and  the  historical  painter 
Gustave  Hasselgren  painted  the  King  of  Sweden  kneel- 
ing at  the  altar  in  the  noble  cathedral  of  Upsala.  The 
same  painter  affords  a  sample  of  the  sort  of  thing  ex- 
pected in  allegorical  compositions  of  the  time,  embody- 
ing the  Fine  Arts  and  the  God  of  War  weeping  at  the 
tomb  of  Gustavus  III. 

In  Russia  we  shall  meet  with  Sir  Joshua  Reynolds, 
and  here  in  Stockholm  we  find  our  great  portrait 
painter  represented  by  Brida,  a  pupil,  who  bears  for  his 
title  the  Swedish  Vandyck.  Brida,  like  his  master,  was 
also  ambitious  of  high  art ;  his  portraits,  however,  have 
not  the  grace  or  the  refinement  of  Reynolds.  But  the 
Swedes,  though  often  unsuccessful,  are  to  be  commended 
for  the  efforts  they  have  made  from  time  to  time  to 
throw  off  the  semi-savage  styles,  which,  like  rank  weeds, 
sprang  up  on  the  shores  of  the  Baltic.  Art  alliances 
have  been  formed  with  foreign  lands.  There  is  Pro- 
fessor Bokland,  who  studied  in  Munich,  and  brought 
home  a  German  wife,  and  imported  at  the  same  time 
the  Munich  manner  of  painting.  Then  there  is  Marten 
Eskil  Winge,  who  in  '  The  Loke  and  Sigyn,'  recalls  the 
spasmodic  manner  of  Fuseli ;  also  there  was  a  man  of 
marked  talent,  Van  Rosen,  who  studied  under  Baron 
Leys  in  Antwerp,  and  so  introduced  still  further  variety 
into  the  native  art  of  his  country.  But  it  is  to  Diissel- 
dorf  that  Sweden  mainly  owes  the  revival  which  has 
marked  the  last  twenty  years.  An  art  compact  between 
Stockholm  and  Diisseldorf  seems  natural  enough  ;  the 
languages  of  Scandinavia  are  allied  to  the  Teutonic  ; 
the  mental  as.  well  as  the  physical  conditions  of  the 
peoples  who  inhabit  the  shores  of  the  Baltic  Sea  and 
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of  the  German  Ocean  are  cognate.  Therefore  I  repeat 
the  alHance  in  art  between  Scandinavia  and  Germany 
is  but  reasonable,  more  especially  as  little  consanguinity 
subsists  with  France,  Spain,  or  Italy.  Accordingly,  the 
attempt  to  construct  a  new  school  on  an  old  Italian 
foundation  proved,  as  we  have  seen,  abortive.  In  like 
manner  but  slight  natural  affinities  have  been  found 
to  exist  with  France ;  indeed  a  marked  characteristic 
of  this  northern  art  is  that  it  has  been  with  slight 
exception  preserved  from  French  influence.  Paris, 
omnipotent  over  a  large  part  of  Europe,  does  not  ex- 
tend her  sway  north  or  east  of  Brussels.  In  Stockholm, 
the  examples  of  the  now  dominant  German  school 
are  numerous.  For  instance,  the  grand  landscapes  by 
Edward  Bergh  and  J.  E.  Bergh,  might  have  been 
actually  painted  in  Diisseldorf.  To  the  latter  is  due 
one  of  the  noblest  studies  of  a  pine  forest  to  be  seen 
in  Europe  :  to  the  former  belong  powerful,  but  rather 
violent  and  black,  Swiss  and  Swedish  landscapes.  It 
is  singular  to  see  how  similar  Sweden  is  to  Switzerland 
when  put  upon  canvas.  Torrents,  rocks,  mountains, 
water-mills,  pine  forests  and  stormy  skies,  are  pictorial 
constituents  furnished  by  the  two  countries  in  common. 
Only  in  Germany  is  acquired  the  mastery  over  these 
intractable  materials.  Rydberg,  Larsson,  and  Wahlberg, 
also  belong  to  this  naturalistic  school  of  the  present : 
I  do  not  know  finer  pictures  than  the  landscapes  by 
these  artists  in  the  Stockholm  National  Museum.  The 
style,  as  might  be  expected,  is  scarcely  to  be  distin- 
guished from  recent  revivals  in  Germany  ;  the  subjects 
are  akin,  and  the  schooling  is  the  same. 

A  tour  through  Scandinavia  suggests  two  questions — 
first,  how  far  Northern  countries  present  conditions 
favourable   to   landscape   art ;    and    secondly,   to   what 
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extent  painters  in  those  high  latitudes  have  made  the 
most  of  the  materials  at  their  command.  It  is  not  easy 
in  a  few  words  to  give  a  decisive  answer  to  either  of 
these  questions.  Scandinavia,  it  may  be  admitted, 
affords  some  of  the  finest  sketching-ground  in  Europe. 
In  extent,  elevation,  massiveness,  and  depth  of  shadow 
this  Northern  scenery  fulfils  the  conditions  of  grandeur ; 
its  fiords,  lakes,  rapids,  rivers,  and  rock-bound  coasts  are 
wild  and  picturesque ;  its  pine  forests  sombre  and  vast, 
its  mountains  snow-crested  and  jagged  in  outline.  Yet 
no  country  is  more  difficult  to  bring  under  pictorial 
treatment ;  its  extent  is  almost  too  great  for  canvas. 
A  small  subject  gains  when  painted  on  a  large  scale, 
but  a  large  scene  loses  grandeur  when  reduced  to  the 
limits  of  a  brief  epitome.  Scandinavia,  in  fact,  is  less 
paintable  than  Wales  or  England.  Granite  and  primary 
rocks  are  for  sketching  purposes  inferior  to  limestone 
formations  ;  pine-trees  are  not  so  pleasing  in  outline  as 
elm-trees  or  oaks,  the  crude  greens  of  Northern  vege- 
tation not  so  agreeable  as  the  greys  and  the  golden 
hues  of  more  temperate  or  torrid  climes.  Yet  pictures 
already  produced  by  native  artists  prove  that  results 
may  be  attained  commensurate  with  the  diflficulties  en- 
countered. The  treatment  required  must,  of  course,  be 
in  keeping  with  the  character  of  the  scenery  ;  pre- 
Raffaellite  trifling  over  trivial  details  were  evidently 
out  of  place  ;  the  bold  hand  of  De  Loutherbourg  might 
better  cope  with  the  tumult  of  nature.  Nature  herself, 
indeed,  throws  out  hints  as  to  how  she  would  wish  to 
be  handled  by  art.  If  the  traveller  will,  about  the  hour 
of  sunset,  ascend  some  height  such  as  that  of  ^the  King's 
View,'  a  day's  journey  from  Christiania,  he  may  learn 
both  what  cannot  and  what  can  be  rendered  available 
for  a   picture.      The   wide-stretching   plain,  undulating 
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from  distance  to  distance,  and  at  the  horizon  mountain- 
girt,  is  so  interpenetrated  by  arms  of  the  sea  that  it 
becomes  hard  to  tell  where  water  ends  and  land  begins. 
Under  a  midday  sun  the  materials  are  too  multitudinous 
for  pictorial  unity.  But  as  day  declines  shadows  lengthen ; 
scattered  details  are  thrown  into  masses ;  crude  greens 
are  mitigated  by  greys,  purples  creep  into  the  hollow 
of  the  hills,  warm  lights  tip  the  pine  tops,  so  that  when 
sunset,  between  the  hours  of  nine  and  ten,  at  last  closes 
the  long  day  of  summer,  the  landscape  is  made  ready 
for  the  painter's  use.  The  artist  who  during  the  suc- 
cessive hours  through  which  the  sun's  setting  is  pro- 
longed in  these  latitudes  watches  the  surprises  of  light 
among  the  hills,  the  changing  tones  of  shade  in  the 
valleys,  and  above  all  the  dramatic  movements  in  the 
sky,  especially  when  clearing  after  storm,  will  learn  that 
these  Northern  climes  offer  to  landscape  art  physical 
and  atmospheric  phenomena  alike  novel  and  grand. 

In  landscape,  as  in  the  figure,  all  the  picture  galleries 
of  the  North  indicate  much  the  same  historic  descent ; 
they  display  two  schools — the  old,  which  is  high,  hard, 
and  dry ;  and  the  new,  which  in  no  material  point  differs 
from  the  contemporary  art  of  Germany  and  of  France. 
Thus  in  the  picture  gallery  of  Christiania  are  preserved, 
as  respectable  relics  of  the  past,  landscapes  by  MM.  Dahl> 
Frich,  and  Fearnley.  But  the  first  and  the  last  of  these 
painters  are  known  to  have  been  cosmopolitan  ;  born  in 
Norway,  their  studies  were  extended  over  Sweden,  Den- 
mark, Germany,  and  Italy.  This  tendency  to  migrate 
from  inhospitable,  poor,  or  circumscribed  territories  has 
materially  affected  the  modern  landscape  schools  of 
Russia,  Sweden,  Norway,  and  Denmark.  In  the  Mu- 
seum of  Christiania  foreign  influence  is  more  or  less 
apparent  in  the  works   of  MM.  Gude,  Morten  M tiller, 
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Eckersberg,  and  Cappeln.  Passing  from  Norway  to 
Sweden,  it  becomes  again  evident  that  nationality 
relies  less  on  style  than  on  subject.  The  following 
descriptions  of  three  striking  landscapes  extracted  from 
the  voluble  catalogue  of  the  Stockholm  Picture  Gallery, 
may  serve  to  show  that  Swedish  painters  cherish  praise- 
worthy proclivities  towards  the  land  of  their  birth  : — 

'Bergh  (Edouard),  ne  1825,  Suede. — Paysage  de  Smaland  (Suede),  avec 
une  chute  d'eau  pres  d'un  moulin  ombrage  de  bouleaux.  On  remarque  sur 
la  rive  droite  un  pecheur  et  son  fils.     Signe  et  date  1862. 

Wahlberg  (Hermann-Alfred-Leonard),  ne  1834,  Suede. — Paysage  suedois. 
Sur  des  montagnes  dominant  un  grand  lac,  deux  blocs  de  rocher  sont  relies 
par  un  petit  pont  de  bois ;  le  ciel  est  k  I'orage  et  deja  tombe  une  averse 
dans  le  lointain.     Signe  et  date  1866. 

Wahlberg  (H.-A.-L.). — La  chasse  aux  ours  dans  une  foret  suedoise. 
Scene  d'hiver.  Des  chasseurs  armes  de  piques  et  de  haches  attaquent 
plusieurs  ours  a  la  fois ;  I'un  de  ces  derniers  est  debout  sur  ses  pattes  de 
derriere.     Les  figures  sont  de  Wallander.     Signe  et  date  1 861.' 

This  *  Bear  Hunt,'  though  in  common  with  other 
national  products  coarse  and  deficient  in  delicate  half- 
tones, was  chosen  as  a  representative  picture  for  display 
in  our  International  Galleries  of  1862.  Landscape  art  in 
Northern  Europe  is  denied  the  delicate  transitions,  the 
tender  modulations,  the  unobtrusive  half-tones  which 
in  temperate  regions  mark  the  progress  of  the  seasons. 
And  even  in  summer  the  artist  here  finds  himself  placed 
at  a  disadvantage.  The  eye  watches  with  ever  new  sur- 
prise the  processes  of  nature,  the  rapid  growths  of  vege- 
tation, the  swift  mutations  of  the  opening  year.  Summer 
bursts  as  soon  as  winter  disappears.  But  unfortunately 
the  process,  the  transition,  is  hardly  paintable,  and  thus 
for  art  purposes  the  year  is  divided  between  summer 
and  winter,  and  the  intervening  quarters  of  spring  and 
autumn  appear  not  in  the  pictorial  calendar.  At  all 
events,  it  happens  that  representative  works  •  in  the 
galleries  of  Northern  capitals  are  hard  and  mechanical 
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in  execution,  dark  and  dreary  in  colour.  Painters  drudge 
on  as  if  the  last  spark  of  poetry  were  extinguished,  as 
if  the  unexampled  grandeur  of  these  Northern  lands, 
through  long  habit,  fell  dead  upon  the  imagination. 
It  is  a  misfortune  that  no  great  colourist  has  worked 
in  these  latitudes.  Mr.  West  of  Bristol  painted  Norway 
as  a  land  of  cast-iron  granite,  sicklied  over  with  pale 
green.  Professor  Leu  and  others  of  the  Diisseldorf 
school  have  clothed  Scandinavia  in  the  poor  discordant 
colouring  of  Germany  ;  and  yet  the  most  brilHant  fore- 
grounds of  plants  and  flowers,  purple  and  green,  golden 
and  crimson,  meet  the  traveller's  eye  in  the  fields  and 
along  the  waysides.  And  certainly  in  no  other  countries — 
not  even  in  those  which  border  on  the  Mediterranean — 
can  be  observed  sunsets  more  magnificent  in  array  of 
colour,  sunsets  which  in  high  latitudes  are  prolonged 
into  midnight,  and  scarcely  die  from  the  sky  ere  morning 
dawns.  In  the  International  Exhibition  of  London  we 
recall  a  picture  by  M.  Boe,  brilliant  in  colour,  'Sea 
Birds  by  the  Light  of  the  Midnight  Sun.'  We  cannot 
believe  that  a  people  which  in  literature  kindles  with 
imaginative  fire  will  in  art  remain  for  ever  cold. 

The  painters  of  Scandinavia  take  what  may  be  termed 
the  German  view  of  nature  ;  indeed,  as  before  said,  their 
landscape  is  derived  from  Diisseldorf.  Accordingly  their 
pictures  assume  a  metaphysical  aspect,  as  if  the  object 
of  landscape  art  were  to  work  out  problems  touching 
the  sublime  and  the  beautiful.  Thus  grand  Norwegian 
panoramas  seem  designed  to  elucidate  abstract  con- 
ceptions of  space  and  proportion  ;  they  lead  on  from 
the  seen  to  the  unseen,  they  carry  the  spectator  into 
a  distance  of  mystery;  the  horizon  verges  on  'the  in- 
finite.' Professor  Oersted,  the  aesthetic  philosopher  of 
Scandinavia,    may   have   prepared    the    mind    for   the 
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acceptance  of  this  transcendental  art  in  certain  dis- 
quisitions, such  as  '  the  Comprehension  of  Nature  by 
Thought  and  Imagination,'  'the  Relations  between 
Natural  Science  and  Poetry,'  '  the  Spiritual  in  the 
Material,'  'All  Existence  a  Dominion  of  Reason,'  &c. 
Accordingly  the  more  ambitious  pictures  of  Scandinavia 
would  seem  to  be  composed  in  consonance  with  abstract 
principles ;  they  seize  as  it  were  on  '  the  thoughts  of 
nature,'  they  express  some  one  dominant  idea,  and 
make  form,  light,  shade,  colour,  consort  with  a  foregone 
conclusion.  Landscapes  thus  systematised  admit  of  less 
accident  than  is  usual  in  our  English  school.  Nature, 
in  fact,  is  made  to  assume  geometric  form ;  a  lake 
balances  a  cloud,  a  torrent  is  set  off  against  a  mountain, 
and  so  the  whole  scene  becomes  adjusted  to  the  mathe- 
matical proportions  of  a  circle,  an  ellipse,  or  a  triangle. 
The  objection  to  a  method  which  would  thus  reduce 
picture-making  to  the  precision  of  a  problem,  or  to  the 
absolute  law  of  deductive  philosophy,  is  that  impulse 
and  imagination  are  dispensed  with.  A  landscape  be- 
comes a  puzzle  of  the  intellect,  not  a  poem  of  creative 
fancy.  Still  we  think  it  may  be  admitted  that  the 
Teutonic  art  of  Northern  Europe  has  new  facts  to  tell, 
great  truths  to  teach.  And  a  visit  to  the  galleries  of 
Copenhagen,  Christiania,  Stockholm,  and  St.  Petersburg 
seems  to  justify  the  hope  expressed  by  Baron  von  Hum- 
boldt, that  for  art  there  are  yet  reserved  remarkable 
developments  ;  that  landscape-painting,  keeping  pace 
with  discoveries  in  physical  geography,  will,  as  it  enters 
on  new  regions  of  the  earth,  add  to  our  knowledge  of 
the  wonders  of  creation. 

How  low  figure -painting  remained  in  Sweden  till 
artists  betook  themselves  to  Diisseldorf  is  seen  in  cer- 
tain genre  compositions  by  Hillestrom,  born  1732,  died 
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1815.  The  date  of  the  awakening,  of  which  I  h^ve 
already  spoken,  goes  back  to  artists  who  happily  came 
into  the  world  so  much  about  the  same  time  as  to  have 
been  able  to  move  forward  in  strong  company.  Between 
1820  and  1830  was  the  springtime,  when  some  ten  or 
more  painters  saw  the  light,  which  shortly  was  to  be 
the  dawn  of  a  new  art  for  Sweden.  It  has  often  hap- 
pened in  the  history  of  literature,  art,  and  science,  that 
the  tidal  wave  which  carries  the  human  intellect  from 
a  lower  level  to  a  higher  sphere,  receives  needful  volume 
and  force  through  a  confluence  of  genius,  so  contem- 
poraneous as  to  appear  almost  as  the  intervention  of 
providence.  Yet,  perhaps,  the  growth  of  mere  naturalism 
in  art  is  about  the  last  phenomenon  to  stand  in  need 
of  a  supernatural  intervention.  The  very  life  of  such 
a  movement  is  its  spontaneity ;  artists  paint  as  if  they 
could  not  help  themselves  ;  the  times  are  ready  and 
ripe  ;  the  moment  is  come  when  the  dead  past  is 
permitted  to  bury  its  dead,  and  men  turn  their  faces 
eastward,  looking  for  the  coming  revival  or  resurrection. 
The  painters  born  in  the  decade  between  1820  and 
1830,  who  led  on  this  movement,  are  Fagerlin,  Nor- 
denberg,  Hockert,  Nordgren,  Lindholm,  Eskilsson,  and 
Wallander. 

I  have  previously  pointed  out  how  art  in  Norway 
and  Sweden,  failing  in  the  spheres  of  high  life  and  of 
national  history,  did  not  find  its  strength  till  It  made 
common  cause  with  the  people.  Aristocracy  may  be 
said  to  have  suffered  a  breakdown  in  these  lands.  In 
Norway  a  titled  nobility  is  unknown ;  primogeniture 
and  other  remains  of  feudalism  do  not  exist  ;  property 
is  equally  divided  among  a  well-to-do  peasantry, 
who  thus,  If  never  very  rich,  are  seldom  excessively 
poor.     Among  such  a  people  art  almost  of  necessity 
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assumes  democratic  phases.  In  Sweden  the  social 
system  differs  from  that  in  Norway  more  in  name  than 
in  reality.  A  distinct  class  of  hereditary  nobility  is 
still  maintained,  but,  all  children  having  equal  right  to 
assume  the  family  title,  barons  and  baronesses  grow- 
so  common  that  their  ancient  prestige  and  power  are 
fast  fading  away.  And  thus  Sweden  and  Norway  alike 
present  that  social  and  political  condition  in  which  high 
art  becomes  an  anachronism.  There  are  few  large 
churches  to  call  for  a  great  school  of  religious  painting, 
no  palaces  of  rich  nobles  to  demand  historic  works ;  there 
have  not  even  arisen  those  modern  nobles,  those  manu- 
facturing lords,  who,  by  bringing  commercial  capital  to 
bear,  stimulate  painters  to  grand  achievements.  Under 
these  conditions  it  is  not  hard  to  understand  how 
Scandinavia  has  chosen  for  herself  a  sphere  of  simple 
naturalism  ;  how  her  painters,  finding  scant  patronage 
among  princes  or  in  palaces,  have  betaken  themselves 
to  the  peasant's  hut,  and  identified  their  art  with  the 
people. 

Scandinavia  is  one  of  the  few  countries  in  which  there 
still  remains  a  peasant  life  for  the  artist  to  depict ;  and 
though  Parisian  fashions  make  ruthless  onslaught  on 
picturesque  costumes,  still  for  many  years  yet  to  come 
sheltered  hamlets  by  fiords  and  mountain  forests  will 
be  tenanted  by  men,  women,  and  children  who,  like 
the  nature  they  inhabit,  remain  unspoilt  by  civilisation. 
As  a  rule  it  may  be  stated  that,  wherever  the  angler 
plies  his  rod  or  the  hunter  carries  his  gun,  the  artist 
will  find  good  sketching-ground.  Populations  feeding 
on  oatmeal  or  potatoes,  whether  Scotch,  Irish  or  Scan- 
dinavian, are  known  to  be  picturesque.  A  people 
leading  a  pastoral  life,  producing  and  feeding  on  cheese, 
butter,    and    milk,  are  equally  inviting  to   the  painter. 
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The  school  of  Paul  Potter  in  Holland  was  essentially 
pastoral.  Again,  men  engaged  in  the  fisher's  toil, 
mending  nets,  pushing  boats  from  the  beach  or  hauling 
in  nets,  whether  on  the  coasts  of  England,  Scotland, 
or  Scandinavia,  furnish  capital  materials  for  the  sketch- 
book. Raffaelle  painted  the  '  Miraculous  Draught  of 
Fishes '  on  the  shore  of  Galilee,  but  in  Scandinavia  we 
can  hope  for  nothing  higher  than  genre. 

It  is  an  interesting  fact  that  not  a  few  of  the  artists 
of  Scandinavia  who  have  made  themselves  a  name  in 
International  Exhibitions,  who  have  won  gold  medals 
or  obtained  crosses  or  other  decorations,  are  by  birth 
and  education  peasants.  This  may  in  part  account  for 
the  somewhat  mechanical  and  matter-of-fact  character 
of  the  Scandinavian  school.  Yet  peasants,  if  they  take 
to  painting,  are  right  to  choose  subjects  with  which 
they  are  best  acquainted  ;  were  they  to  ape  the  manners 
of  higher  life  they  would  sacrifice  the  sincerity  which 
is  now  their  strength.  In  the  International  Exhibition 
of  1862  the  writer  passed  a  pleasant  day  with  M.  Tide- 
mand,  the  brother  of  the  celebrated  Norwegian  painter. 
He  was  then  first  made  acquainted  with  the  fact  that 
peasant  life  in  Scandinavia  has  been  painted  chiefly  by 
peasants  themselves.  On  further  inquiry  it  is  found, 
for  instance,  that  M.  Andersson  was  the  son  of  a  peasant, 
and  was  at  first  intended  for  farming  ;  that  M.  Askevold 
was  also  a  peasant's  son  ;  that  M.  Nordenberg  as  a  boy 
kept  his  father's  flocks  ;  that  Professor  Dahl,  the  father 
of  the  Norwegian  school,  was  the  son  of  a  fisherman  ; 
that  M.  Bennetter  was  a  sailor  before  the  mast  till  the 
age  of  twenty-five  ;  that  M.  Bergslien  was  first  a  peasant, 
then  a  soldier,  and  lastly  an  artist ;  that  M.  Exner,  the 
painter  of  Danish  peasant  life,  was  himself  a  peasant ; 
that   M.   Marcus   Larsson,  the  sea-painter,  was  a    poor 
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mechanic  ;  and,  lastly,  that  M.  Fagerlin,  seen  on  the 
line  in  a  recent  London  Academy,  the  holder  of  a  third- 
class  prize  in  the  Paris  International  Exhibition,  court 
painter  in  Sweden  and  decorated  with  the  order  of  the 
North  Star,  commenced  life  as  a  shipbuilder,  and  then 
entered  the  army.  That  these  men  should  have  thus 
advanced  themselves  proves  an  intelligence,  a  culture, 
and  a  prevalence  of  art  instincts  scarcely  to  be  found 
among  the  sons  of  labour  in  any  other  nation.  This 
rude  stock  gives  strong  root  to  naturalism.  But  when 
the  hard  hand  of  toil  softens,  when  the  sunburnt  brow 
is  bleached,  when  the  artisan  seeks  shelter  from  storm 
and  cold  in  city  life,  art  becomes  artificial.  The  natu- 
rahsm  of  Scandinavian  schools  is  kept  alive  by  close 
contact  with  nature. 

The  peasants  of  Dalecarlia,  the  Fins,  and  the  Laps 
with  sledge  and  reindeer,  are  made  for  pictures.  I 
have  seen  crossing  the  bridges  of  Stockholm  women 
and  children  not  less  picturesque  than  the  Roman 
models  who  lie  about  the  steps  of  the  Pincian,  and  ,1 
know  that  the  handsome  buxom  glrFs  in  the  Swedish 
Department  of  the  Paris  Exhibition  tempted  even 
amateurs  to  the  use  of  a  sketch-book.  Tourists  in 
narrating  what  they  see  unconsciously  pen  pictures ; 
take,  as  an  example,  from  the  pages  of  Mr.  Laing  the 
following  word-painting  : — 

November. — A  Lapland  beauty,  and  really  a  pretty  girl,  came  into  our 
kitchen  to-day  on  her  way  from  the  Fjelde.  She  was  dressed  very  smartly, 
in  a  cap  of  blue  and  red  cloth  edged  with  a  gold  cord,  a  red  woollen 
wrapper  round  her  neck,  a  reindeer  skin  like  a  waggoner's  frock  reaching 
down  to  her  knees,  and  a  worsted  sash  as  a  girdle.  She  wore  stockings 
or  pantaloons  of  skin,  shoes  of  the  same,  and  she  had  a  green  worsted  plaid, 
which  she  wore  over  one  shoulder  like  a  Highlander.  She  was  quite  a 
theatrical  figure,  and  very  brisk  and  smart  in  her  movements. 

Artists  can  have  little  difficulty  in  throwing  such  figures 
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as  the  above  into  pictorial  composition.  Telling  in- 
cidents abound  in  daily  life  :  thus  Miss  Howitt  relates 
that  as  soon  as  a  '  marriage  ceremony  is  concluded,  the 
bride  dances  the  polka  with  the  clergyman,  and  after- 
wards with  all  the  men  ;  the  bridegroom  on  his  side 
dancing  with  all  the  women.'  On  one  occasion  it  would 
appear  that  '  the  dancing  was  kept  up  for  two  days  ; 
the  bridegroom  danced  to  pieces  two  or  three  pairs  of 
shoes,  and  the  bride's  dress  was  torn  to  ribbons.'  '  In 
some  cases  all  the  girls  dance  round  the  bride  in  a  ring, 
and  she,  being  blinded,  takes  off  her  crown  and  places 
it  on  the  head  of  one  of  the  girls,  the  one  of  course  who 
is  to  be  the  bride  next  after  her.'  Such  strenuous  efforts 
towards  jollity  must  astonish  people  in  temperate  zones 
who  take  things  more  coolly.  The  Swedish  painter. 
Professor  Malmstrom,  depicts  '  Christmas  in  the  Olden 
Time':  the  walls  are  hung  with  shields  and  battle-axes, 
torches  cast  upon  the  carnival  a  fitful  glare,  a  roasted 
boar  is  on  the  festive  board,  and  warriors  and  sages 
drink  from  large  convivial  horns.  Another  picture  by 
the  no  less  famous  Professor  Hockert  introduces  us  to 
the  studio  of  the  Swedish  sculptor,  Sergell ;  the  King 
enters,  the  statue  of  the  Faun,  now  in  the  National 
Gallery,  is  in  the  midst,  and  the  improvisatore  Bellmann, 
the  people's  pride,  who  died  singing,  sits  guitar  in  hand. 
M.  Wallender,  another  Swedish  painter,  is  addicted  to 
romping  and  rollicking,  and  M.  Dillens,  the  Dane,  de- 
picts courting  on  skates,  and  falling  in  love  and  other 
catastrophes  upon  the  ice.  Comedy,  farce,  and  the 
grotesque  intrude  into  the  popular  art  of  the  North  to 
a  degree  to  which  Southern  peoples  are  accustomed 
only  during  carnival.  And  yet,  after  all,  it  must  be 
admitted  that  the  ruling  sentiment  is  deep  seriousness. 
To  laugh   and   to  weep  by  turns   is   the   privilege  and 
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pleasure  of  the  people — to  laugh,  in  order  that  less 
place  may  be  found  for  tears  ;  for  in  a  land  of  stern 
conflict  and  painful  endurance  the  realities  of  hfe  press 
cruelly.  Thus  the  burden  of  art  is  for  the  most  part 
solemn,  even  as  skies  are  shadowy. 

Patriotism  is  strong  in  the  art  of  Scandinavia ; 
painters,  though  they  sometimes  prefer  luxury  in  Paris 
to  a  frugal  life  in  Christiania,  still  stick  to  national 
subjects.  And  while  the  painter  looks  to  foreign 
patrons,  he  knows  that  nothing  stands  better  in  the 
market  than  compositions  from  national  life.  Literature 
and  art  have  alike  of  late  years  been  reanimated  by 
patriotic  fire.  The  writings  of  Frederika  Bremer  may 
be  quoted  as  in  good  degree  typical  of  the  national  art 
that  has  sprung  into  being.  Fresh  in  spirit,  unsophisti- 
cated in  truth,  faithful  in  transcript  of  nature,  sacred 
to  domestic  affections,  to  virtues  which  cluster  around 
the  fireside,  these  writings  are  akin  to  the  representative 
pictures  in  the  national  school  of  Scandinavia  ;  they  are 
themselves  pictures.  In  briefest  space  we  subjoin  a  list 
of  some  of  the  transcripts  of  peasant  life  we  have  met 
with  : — '  A  Swedish  Sick  Soldier  relating  his  Adven- 
tures ' ;  '  Family  Worship  among  Villagers ' ;  '  Peasants 
Bemoaning  a  Sheep  Killed  by  a  Wolf,'  all  by  the  herds- 
man M.  Nordenberg ;  '  Courtship  in  the  Fisher's  Hut' 
by  M.  Fagerlin,  the  shipbuilder ;  '  A  Poor  Man's  Bene- 
diction,' and  '  Sunday  Night  in  a  Cottage,'  by  M.  Tide- 
mand  ;  '  A  Swedish  Woman  Knitting,'  '  A  Peasant's 
Home  in  Dalecarlia,'  by  Professor  Hockert  ;  '  Swedish 
Peasants  going  to  Market,'  by  the  peasant- born  M. 
Andersson  ;  'A  Dalecarlian  Herdswoman,'  *A  Mother 
with  her  Child,'  and  '  Evening  in  a  Dalecarlian  Cot- 
tage,' by  Miss  Amalia  Lindegren  ;  pictures  national  in 
character    in    the    King's    palace    by    M.   Hansen   and 
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M.  Jernberg ;  cottage  interiors  by  M.  Vermehren  and 
M.  Bergslien,  the  last  a  peasant ;  '  An  Offer  of  Marriage, 
Norway,'  by  M.  Schiott  ;  '  A  Betrothal,  Sweden,'  by 
M.  Simonsen  ;  *  The  Sick  Soldier,'  by  Madame  Jerichau  ; 
*A  Sunday  Visit  to  Grandpapa,'  and  the  'Close  of  a 
Feast,'  by  M.  Exner,  a  Danish  peasant.  I  do  not 
claim  for  these  works  any  great  refinement  or  art 
subtlety  ;  the  execution  is  often  clumsy,  and  the  colour 
generally  heavy  and  opaque.  But,  irrespectively  of  their 
art  merit,  which  is  considerable,  they  may  be  accepted 
as  signs  of  the  times,  as  proofs  of  an  awakening  among 
Northern  peoples.  The  serfs  of  Russia  are  now  free; 
will  they  too  turn  artists  ? 

Scandinavian  art  has  hitherto  been  too  actual  and 
realistic  to  enter  on  the  imaginative  region  of  myths 
and  mythologies.  Yet  the  air  is  as  it  were  vocal  ;  the 
earth  is  peopled  by  merry-making,  mischief- making 
elves.  Shakspeare  recognised  the  art  value  of  like 
Northern  phantoms  when  he  penned  the  Tempest  and 
the  Midsummer  Night's  Dream ;  and  Fuseli,  Blake, 
Stothard  and  Landseer  have  taught  us  what  pleasant 
excursions  artists  may  make  in  Fairyland.  Spirits,  like 
other  coy  timid  creatures  of  the  field  and  wood,  retreat 
at  the  approach  of  civilisation,  and  so  it  happens  in  the 
nineteenth  century  that  they  are  driven  to  take  refuge 
in  the  wilds  of  Scandinavia.  There,  among  half-lettered 
peasants  not  wholly  rescued  by  Christianity  from  a 
grand  imaginative  Paganism,  do  weird  traditions  and 
wild  romances  dwell.  Among  the  Laps  Pagan  rites 
linger,  and  in  the  primitive  arts  of  these  regions  it  is 
sometimes  difiicult  to  tell  where  polytheism  ends  and 
monotheism  begins.  As  the  great  gates  of  St.  Peter's 
in  Rome  receive  decoration  from  old  mythologies,  so 
do  the  large  wooden  doors  of  Norwegian  churches  bear 
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on  their  surface  bas-reliefs  of  serpents,  dragons,  and 
other  monsters  pressed  from  ancient  faiths  into  Christian 
service.  In  modern  German  art,  Kaulbach,  Rethel,  and 
Schwind  owe  some  of  their  happiest  conceptions  to  the 
savage  genius  of  the  North  ;  but  hitherto,  as  we  have 
said,  painters  actually  born  within  sound  of  rhythmic 
lore,  whose  cradles  were  rocked  to  songs  of  the  Edda, 
leave  out  all  that  is  imaginative  in  the  peasant's  life, 
and  content  themselves  with  depicting  the  kettle  on 
the  fire  or  the  housewife  mending  an  old  petticoat. 
In  the  Galleries  of  Norway  and  Sweden  we  recall  but 
one  picture  taken  from  Northern  myths — '  Loke  and 
Sigyn '  by  M.  Winge,  a  composition  worthy  of  Fuseli 
in  his  maddest  moods.  We  must  not  forget,  however, 
in  the  King's  palace  one  of  the  most  felicitous  of 
M.  Malmstrom's  creations  ;  gossamer  fairies  floating 
through  wood  and  over  water,  shedding  on  the  land- 
scape nebulous  light.  The  same  imaginative  painter 
has  furnished  the  illustrations  to  a  handsome  volume 
published  in  Stockholm,  '  Frithiof  s  Saga  of  Esaias 
Tegner.'  Several  of  these  designs  have  been  well 
engraved  by  our  countryman  Mr.  Skill,  an  artist  who 
has  done  much  to  train  up  a  school  of  wood-engravers 
among  the  Swedes.  M.  Malmstrom's  figures  claim 
descent  from  Thor  and  Odin  ;  through  his  conceptions 
runs  an  undercurrent  of  the  supernatural,  his  seas  are 
peopled  by  sprites,  his  skies  tenanted  by  superhuman 
beings  who  ride  upon  the  storm  and  hurl  thunder. 
Another  Swedish  painter,  M.  Rosen,  a  pupil  of  Leys, 
has  thrown  imagination  into  Teutonic  mediaevalism. 
Thus  it  may  be  possible  for  the  people's  art  to  find 
escape  from,  the  dull  routine  of  every-day  life.  Pictures 
of  peasant  life  are,  like  the  life  itself,  monotonous. 

Fresco-painting  is  perhaps  the  very  last  form  of  art 
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which  we  might  hope  to  meet  with  in  Scandinavia. 
Yet,  in  Upsala,  the  northernmost  University  town  of 
Europe,  the  apse  of  the  venerable  cathedral  is  decorated 
with  a  series  of  wall-paintings  from  the  life  of  Gustavus 
Wasa.  The  artist  is  Professor  Sandberg,  a  Swedish 
painter  of  the  present  century,  and  the  dates  of  the 
seven  compositions  range  from  1831  to  1838.  Thus 
fresco-painting  had  been  tried— and  that  successfully — 
in  Sweden  about  a  quarter  of  a  century  before  the 
experiment  was  made  in  England  with  the  assistance 
of  a  Royal  Commission.  I  examined  the  surface  of 
these  wall -pictures  closely,  and  am  happy  to  report 
perfect  preservation,  notwithstanding  sea-fogs  and  biting 
frosts,  a  worse  state  of  things  than  exists  in  England, 
though  here  the  climate  is  supposed  to  be  fatal  to 
fresco-painting.  It  must  not  be  forgotten  however  that 
Upsala  has  one  great  advantage  over  London  in  the 
comparative  immunity  she  enjoys  from  the  products 
of  the  combustion  of  coal  and  of  gas — chemical  con- 
stituents known  to  be  peculiarly  destructive  of  frescoes. 
The  experiment  here  made  is  arduous,  but  the  artist 
has  evidently  been  fortified  in  Germany ;  indeed  fresco- 
painting  could  scarcely  push  its  way  to  Upsala  other- 
wise than  by  the  route  of  the  Fatherland,  the  seat  of 
the  modern  revival  of  the  process. 

Two  large  compositions  reach  ten  feet  in  length, 
and  five  smaller  compartments  are  not  less  than  eight 
feet.  A  simple  native  artist  naturally  suffers  by  com- 
parison with  the  old  Italian,  or  even  with  the  modern 
German,  fresco-painters.  Professor  Sandberg  is  of  course 
strongest,  as  all  his  countrymen  are,  when  he  gives 
himself  up,  after  a  vigorous  and  hearty  manner,  to 
national  figures,  physiognomies,  and  costumes  :  for  once 
I  felt  thankful  to  be   delivered  from  the  influence  of 
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Italy  and  of  France  who  have  little  right  to  usurp  a 
place  in  Sweden.  Switzerland,  or  rather  the  Tyrol,  is 
the  only  region  of  which  I  was  reminded  while  looking 
at  these  paintings  illustrative  of  the  career  of  Gustavus 
Wasa.  The  technique  of  these  mural  decorations  leaves, 
I  fear,  much  to  be  desired  ;  the  pigments  tend  to  opacity, 
the  colours  are  of  the  earth  earthy — common  faults  also 
in  oil  painting  in  northern  schools.  The  liquid,  trans- 
parent tones  of  sky,  which  the  early  Italian  artists  seem 
to  have  caught  from  the  clear  heavens,  have  never 
been  within  reach  of  the  painters  of  Scandinavia  :  rather 
to  them  is  given  the  monotony  of  grey  and  brown,  the 
dreariness  of  tertiary  pigments  which  seem  to  fore- 
shadow the  long  nights  of  these  almost  polar  regions. 
That  a  frail  and  sensitive  art  should  live  at  all  under 
such  discouragement  came  to  me  as  welcome  evidence 
of  the  tenacity  of  life  which  pertains  to  all  art, — in  fact, 
art,  like  the  verdure  which  clothes  the  naked  rock,  takes 
root  and  struggles  into  beauty  in  the  thinnest  and  most 
sterile  soil.  These  frescoes,  like  the  oil  pictures  I  had 
just  left  in  Stockholm,  were  remarkable  for  a  manly 
vigour,  a  touch  broad  and  direct,  and  an  intelligence 
which,  though  not  aesthetic  in  subtlety,  had  the  power 
to  seize  on  essential  points  in  the  subject  and  situation. 
That  fresco-painting  should  penetrate  into  the  North  of 
Sweden  and  there  prove  permanent,  shows  the  process 
to  be  more  world-wide  in  its  diffusion  and  adaptation 
than  is  generally  supposed.  The  Cathedral,  thus  deco- 
rated, is  a  large  brick  structure  in  the  Gothic  style,  com- 
menced in  1258  and  finished  in  1435.  Many  of  the 
details  are  interesting,  especially  the  decorative  brick- 
work in  the  towers  ;  also  to  be  remembered  is  the  apse, 
both  outside  and  in,  as  the  best  example  of  Gothic  in 
Scandinavia.     In  the  transept  is  a  fine  wheel  window : 
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the  brick  buttresses  are  of  the  simple  and  massive  form 
which  belongs  to  early  periods.  But,  on  the  whole,  I 
should  say  the  Cathedral  shows  that  here,  in  the  far 
North,  Gothic  was  not  well  understood.  The  details 
and  the  treatment  are  hard  and  awkward.  The  interior 
is  washed  with  a  whitish  yellow ;  it  contains  some  fine 
monuments,  especially  the  tomb  of  Gustavus  Wasa. 

After  this  slight  digression  the  reader  may  imagine 
himself  once  more  in  the  National  Museum  of  Stock- 
holm. Having  already  formed  an  estimate  of  the 
Swedish  school  of  painting  he  may  have  some  curiosity 
to  learn  what  the  Swedes  .are  able  to  do  in  the  way 
of  sculpture.  Five  minutes,  however,  must  first  be 
spared  for  the  only  fine  antique  in  the  Gallery,  a 
sleeping  Endymion  ;  the  conception  is  better  than  the 
execution,  the  presumption  is  therefore  reasonably  raised 
that  the  work,  though  ancient,  is  a  copy.  The  other 
classic  marbles  have  little  claim  on  the  attention  of 
travellers  familiar  with  the  leading  galleries  of  Europe. 
But,  on  entering  the  rooms  devoted  to  modern  art,  the 
stranger  is  surprised  to  find  that  Sweden  occupies  no 
mean  position  among  the  nations  who  in  recent  times 
have  attempted  to  revive  the  art  of  sculpture.  It  is 
usual  to  regard  Thorwaldsen  as  an  exceptional  cha- 
racter. But  here,  in  Stockholm,  it  becomes  apparent 
that  in  dark  granite  lands  a  strong  desire  suddenly 
sprang  up  for  white  Carrara  marble.  Some  of  the 
sculptors  thus  brought  into  being  had  remarkable 
careers,  as  indeed  might  be  almost  foretold  ;  for  when 
a  people  circumscribed  in  range  bursts  suddenly  on  a 
new  sphere  the  movements  are  apt  to  be  strong  and 
the  contrasts  startling.  The  first  of  these  Swedish 
sculptors,  in  time  as  in  talent,  is  Johann  Tobias 
Sergell,  who   commenced   life  as   a  stonem.ason  in  the 
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second  half  of  last  century.  As  a  matter  of  course 
the  bourn  of  this  genius  of  the  North  was  Italy,  for  in 
his  native  land  he  could  meet  with  neither  marbles  nor 
models.  After  twelve  years  spent  under  the  shadow  of 
the  Vatican,  the  perfected  sculptor  on  his  return  was 
made  by  his  sovereign  professor  in  the  newly-formed 
Academy.  Sergell  at  a  later  period  accompanied 
Gustavus  III  to  Italy,  and  many  works  were  executed 
for  this  art-loving  king ;  for  example,  in  the  National 
Museum  are  a  Drunken  Faun,  Cupid  and  Psyche,  a 
colossal  bust  of  Gustavus  III,  together  with  twenty 
small  studies.  The  style  adopted  was  the  natural  out- 
come of  a  Roman  residence,  it  belongs  to  the  school  of 
romantic  classicism,  yet  it  has  more  nature  and  impulse 
than  the  manner  of  Canova.  Indeed  *  The  Drunken 
Faun'  is  marked  by  an  originality  and  a  character 
which  in  the  sister  art  of  painting  distinguish  Scan- 
dinavia from  Italy ;  yet  the  execution  is  wooden — the 
fatal  infirmity  of  all  schools  of  the  North. 

Sergell  had  many  adorers  and  imitators  ;  among  the 
number  was  Karl  Gustaf  Quarnstrom,  whom  I  here 
mention  because  of  his  life-story.  Sergell  was  like  the 
Scotch  geologist  Hugh  Miller,  a  stonemason  ;  and 
Quarnstrom  started  life  as  a  waiter  in  a  tavern.  First 
he  attracted  attention  by  the  chalk-drawings  which  he 
made  of  the  customers  on  the  walls,  next,  with  the 
aid  of  an  upper  waiter,  he  found  among  the  frequenters 
to  the  house  purchasers  for  his  small  painted  sketches. 
Afterwards  he  entered  the  Stockholm  Academy,  but 
still  pursued  his  avocation  as  the  hander  about  of  cups 
of  coffee  and  glasses  of  Swedish  punch.  Then  he 
suddenly  made  fame,  and  almost  a  fortune,  by  the 
portrait  of  the  Princess  Josephine  of  Leuchtenberg. 
Next    he    forsook    painting    for    sculpture,    made    the 
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inevitable  sojourn  in  Rome,  and  returned,  after  an 
absence  of  six  years,  to  become  professor  and  director 
of  the  Royal  Academy  in  his  native  land.  A  career 
more  remarkable  has  seldom  been  recorded,  even  in 
the  annals  of  art.  The  sculptor's  works  are  numerous ; 
in  the  National  Museum  is  a  Neapolitan  fisherman: 
also  among  his  portrait  busts  are  Berzelius  the  chemist, 
Frederika  Bremer  the  novelist,  and  Engelbrecht  'the 
old  Swedish  hero  of  liberty.'  Miss  Howitt  mentions 
this  last  work  with  commendation  in  her  'Twelve 
months  with  Frederika  Bremer.'  This  native  genius 
died  only  six  years  ago. 

Three  more   sculptors   may  be   mentioned,  if  merely 

to  prove  that  this   northern  soil    is  prolific    in    plastic 

talent.     There   is,  for   instance,    Bystrom,  professor   of 

sculpture,   whose  villa  full  of  knicknacks   is   shown   as 

one  of  the  lions  in  the  Deer  Park,  and  whose  bust  of 

the   poet   Bellmann   is   also    one  of  the   sights  of   the 

neighbourhood.     He  worked  much  in  Italy:  his  figure 

of  Hero  is  original  in  conception  ;    the   drapery  flying 

in  the  wind  has  been  finely  studied.     Goethe,  another 

professor    in    the   Academy,   went    through    the    usual 

routine   of    mythological    divinities,    state    monuments, 

and  portrait  busts.     The  Bacchus  in  the  Museum  ranks 

as  one  of  the  best  of  Swedish  creations  ;  if  Thorwaldsen 

had   executed  the  figure  it  would  have  been   deemed 

worthy  of  the  great  Dane :   the  manner  tends  to  that 

romantic  classicism  which  all  these  sculptors  picked  up 

from  Canova  and  his  followers  in  Rome.     Finality  and 

feebleness    are    their    fate.      Fogelsberg    also    lived    in 

Rome  and  became  familiar  with   gods  and  goddesses  ; 

he  is   likewise  known  by  his  portrait  statues  ;   but  the 

individuality   of  this    sculptor   chiefly   asserts    itself  in 

the    embodiment    of   Scandinavian    myths.     Odin    and 
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Thor,  two  gigantic  figures,  keep  guard  in  the  entrance- 
hall  of  the  Museum ;  the  mistake  is  that  while  the 
subjects  are  northern,  the  style  is  wholly  southern  :  the 
chisel  is  Canova's,  the  hammer  of  the  god  Thor  is  not 
felt  in  the  work.  The  last  name  I  need  mention  is 
that  of  Professor  Molin,  known  by  his  great  work 
'  The  Wrestlers,'  a  bronze  group  which,  when  seen  in 
London  in  1 862,  was  at  once  recognised  as  an  original 
and  national  creation.  The  action  is  vigorous  as  the 
handling  is  sharp ;  what  had  been  emasculate  and 
nerveless  in  the  Italianised  school  of  Sweden  is  here 
supplanted  by  manly  force.  This  masterwork,  standing 
in  the  Museum  garden,  is  almost  alone  in  Scandinavia 
for  strongly  marked  nationality.  Thus  it  ranks  with 
Kiss's  'Amazon'  and  Rauch's  'Frederick  the  Great,'  as 
one  of  the  most  striking  and  successful  statues  in  the 
public  streets  of  Europe.  But  the  genius  of  Molin  had 
not  endurance  or  constancy  ;  from  Wrestlers  he  turned 
to  a  Bacchante,  and  became  lost  with  the  rest  of  his 
countrymen  in  false  assumption  and  feeble  compila- 
tion. 

In  the  review  of  the  plastic  efforts  presumed  to 
adorn  the  Swedish  capital,  we  are  disposed  to  regard 
the  whole  school  as  a  profound  mistake.  Semi-nudes 
which  for  six  months  in  every  year  are  festooned  with 
icicles  must  surely  be  out  of  place.  Not  only  does 
man  in  these  latitudes  need  the  thick  and  clumsy 
covering  of  skins  and  furs,  but  there  is  denied  to  the 
peasant-born  artists  of  Scandinavia  the  subtle  sense 
of  form,  the  recognition  of  the  ideal  type  in  humanity, 
which  belonged  to  the  Greeks.  Wide  as  the  poles 
asunder  is  and  must  be  the  sculptor's  art  on  the  shores 
of  the  Mediterranean  and  of  the  Baltic.  Scandinavia 
has  sold  her  birthright ;  she  had  an  ancient  mythology 
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which  would  have  cast  well  into  the  granite  of  her  rocks, 
but  she  has  chosen  to   chisel  softly  in  whitest  marble 
dancing    girls    in    diaphanous    draperies.     Venuses    of 
Northern  birth  are  an  absurd  solecism.     It  would  have 
been  better  for  the  sculptors  of  the  far  North  to  have 
moulded    their    styles    on    the    rugged    stonework    of 
Gothic  cathedrals.     Figures  on  Notre   Dame  at  Paris, 
at  Chartres,  and   at    Rheims,  were  fitter   models   than 
the  works  of  Canova.     And  Swedish  sculptors,  if  bent 
upon   Italy,  might  have  chosen   more  wisely ;    instead 
of  following  the  example  of  Thorwaldsen,  whose  success 
has   been  a  snare  to   the  artists  of  Scandinavia,  they 
should  have  reverted  to  that  Northern  life  in  Italy  of 
the  eleventh  and  twelfth  centuries  which  brought  nerve 
to  an  art  that  had  fallen  enervated  ;    they  should  have 
studied  Lombard  sculpture,  and  have  thrown  themselves, 
in   Florence,  Pisa,  and  Orvieto,  into   the  thought   and 
manner  of  the  Pisani  and  Orcagna.     There  they  might 
have  found  closer  consanguinity  than  has  been  imagined 
between  the  genius  of  Dante  and  the  ancient  literature 
of  Northern  Europe.     Thus  the  hybrid  brood  of  classic 
gods  and  goddesses  who  now  overrun  the  galleries  of 
the  North  might  be  thrust  out,  and  their  place  taken 
by  a  stalwart  race  cast  in  stone  from  the  mountain  or 
cai-ved    in    wood    from    the    forest,    who    might   claim 
kindred  with   the   giants   and   heroes  of  Scandinavian 
Edda. 

The  basement  of  the  Museum  is  occupied  by  a 
magnificent  collection  of  Northern  antiquities,  second 
only  to  that  at  Copenhagen.  National  treasure-trove 
previously  scattered  is  here  collected.  Unfortunately 
the  student  finds  himself  without  a  catalogue,  for  which 
deficiency  however  ample  amends  are  made  by  an 
intelligent  keeper.     The  following  are  little  more  than 
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notes  which  I  took  from  the  hps  of  this  earnest  student. 
Again  we  commence  with  the  Stone  Age,  comprising 
a  large  and  complete  series  of  flint  implements,  also 
grinding-stones.  In  a  peat  bog  were  found,  with  flint 
implements,  bones  of  the  elk,  wild  boar,  and  reindeer. 
Amber  beads  also  occur  in  graves  of  the  stone  period. 
The  stone  implements  are  of  various  mineralogical 
qualities.  The  arrangement  of  these  local  'finds'  is 
according  to  provinces,  some  districts  are  naturally 
much  richer  than  others.  Middens,  already  described 
in  Copenhagen,  have  been  discovered  in  the  south  of 
Sweden.  The  general  classification  here  adopted  is 
the  same  as  in  Copenhagen  and  Christiania,  viz.  into 
the  three  periods  of  Stone,  Bronze,  and  Iron. 

The  Bronze  Age  has  in  Sweden  a  wide  distribution  ; 
thus  bronze  implements  are  found  three  hundred  miles 
north  of  Stockholm.  The  line  of  demarcation  between 
this  and  the  succeeding  period  seems  well  defined  ;  thus 
seldom  does  bronze  intrude  upon  iron,  and  then  only  in 
more  highly  developed  forms.  In  this  epoch  abound 
necklaces,  collars,  hair-pins,  brooches,  lamps,  shields, 
daggers,  axes.  Funereal  urns  containing  bones  have 
been  dug  up  with  bronzes.  Some  gold  also  is  found, 
but  not  silver  or  glass,  neither  are  there  runic  inscrip- 
tions ;  in  fact  there  is  no  alphabet.  Coins  do  not  occur 
in  either  the  Stone  or  the  Bronze  period.  Certain  of 
the  bronzes  buried  in  Scandinavia  are  supposed  to  come 
from  Asia,  or  to  have  been  made  in  some  local  Asiatic 
colony,  one  of  many  indications  that  there  were  races 
who  migrated  from  the  East  to  the  North. 

The  Iron  Age  is  also  the  period  of  the  precious 
metals.  Several  thousands  of  Roman  coins,  from  the 
time  of  Augustus  downwards,  have  been  met  with  in 
Sweden,  also  Roman  figures,  likewise  very  many  English 
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shillings  ;  coins,  too,  of  the  reign  of  Canute,  besides  a 
number,  ahnost  countless,  of  Anglo-Saxon  coins.  I  was 
informed  that  the  Swedish  authorities  are  ready  to  dis- 
pose of  some  of  these  coins  to  the  British  Museum. 
With  Roman  and  Byzantine  coins  have  been  associated 
silver-gilt  and  bronze-gilt  fibulae.  In  this  section,  too, 
are  grand  necklaces  of  gold,  firm  in  filigree  work,  and 
very  pure  in  metal :  ninety-nine  per  cent,  it  is  said,  is 
gold.  From  Constantinople  it  has  been  supposed  came 
these  large  supplies  of  gold,  which  certainly  could  not 
be  native  in  Sweden :  with  some  reason  it  has  been 
conjectured  that  the  gold  was  a  tribute  paid  to  the 
barbarians  to  desist  from  their  attacks  on  Byzantium. 
No  museum  in  the  world  is  so  rich  in  silver  as  this  in 
Stockholm.  Some  of  the  silver  ornaments  have  been 
discovered  with  Cufic,  Anglo-Saxon,  and  German  coins  ; 
others  come  from  Asia.  The  island  of  Gothland,  as 
a  centre  of  ancient  commerce,  has  naturally  proved 
rich  in  treasure  ;  indeed  the  amount  of  wealth  buried 
along  the  shores  of  the  Baltic  is  more  in  keeping  with 
Southern  or  Eastern  nations,  the  centres  of  old  civilisa- 
tion, than  with  a  land  barbarous  till  within  historic  times. 
The  interest  of  these  Northern  antiquities  is  greatly  en- 
hanced by  their  anomalies,  chronological  or  otherwise ; 
heathen  graves,  with  their  contents  of  brooches,  &c.,  are 
in  Sweden  coeval  with  Charlemagne.  Sw^ords  supposed 
to  belong  to  the  sea  kings  find  fitting  place  in  this 
period  of  iron. 

The  mediaeval  portion  of  the  collection,  though  in 
confusion,  abounds  in  materials  of  entirely  unique  value 
in  the  history  of  these  Northern  arts.  Again,  as  in 
Christiania,  are  wood-carvings,  Scandinavian  in  orna- 
ment, from  Swedish  churches,  dating  as  far  back  as  the 
thirteenth  century.    There  is  also  Gothic  woodwork  of  the 
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fourteenth  and  fifteenth  centuries.  Baptismal  fonts  also 
are  found  of  the  twelfth  century,  some  with  runic  in- 
scriptions, and  the  usual  surface-ornament  of  conven- 
tionalised foliage,  interlaced  with  grotesque  animals. 
Tombstones,  likewise,  are  here  collected  with  circles 
and  crosses  thereon.  One  of  these  stones,  of  the  twelfth 
century,  elegant  in  style  of  ornament,  has  a  remarkable 
runic  inscription  which  runs  thus  :  '  Three  men  are  lying 
under  this  stone,  Gunnar,  Sigvatr,  Hallsten.'  The  oldest 
stone  in  the  Museum,  supposed  to  belong  to  the  seventh 
or  eighth  century  of  our  era,  has  on  its  surface  a  horse 
with  eight  legs.  This  singular  remain  has  been  copied 
by  Mr.  Stephens  in  his  work  on  Northern  Runic  Orna- 
ments. The  ecclesiastical  metalwork,  enamelled  and 
jewelled,  is  heavy  and  rich,  but  how  far  of  Scandi- 
navian workmanship  may  well  be  doubted.  I  may  add 
that  I  w^as  by  way  of  conclusion  shown  into  a  general 
magazine  or  cellar,  wherein  were  heaped  together  flint 
implements,  Anglo-Saxon  coins,  &c.,  any  or  all  of  which 
it  was  said  might  be  acquired  if  desired  by  the  English 
government. 

Before  bidding  adieu  to  Scandinavia,  I  asked  myself 
whether  these  countries  admit  of  any  very  marked  de- 
velopment in  the  future.  It  is  true  that  they  have 
advanced  and  are  still  advancing,  and  yet  scarcely  in 
the  same  ratio  as  other  nations.  These  Northern  terri- 
tories must,  it  would  seem,  remain  comparatively  poor 
notwithstanding  their  mineral  resources.  Also  the  popu- 
lation seems  likely  to  rest  scanty ;  it  has  indeed  actually 
suffered  diminution  of  late  years  under  the  absurd  passion 
for  emigration.  Neither  do  these  Northern  races  seem 
to  possess  the  germs  of  growing  civilisation  ;  they  are 
truthful  and  honest,  pleasant  and  peace-loving,  but  with 
some  marked  exceptions  their  minds  are  stagnant  and 
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their  lives  stationary.  It  is  said,  as  I  can  well  believe, 
that  these  people  are  inert  save  when  moved  by  power- 
ful passion,  and  indolent  except  when  actuated  by  some 
strong  exceptional  motive.  The  recent  art  revivals  which 
I  have  passed  under  review,  are  chiefly  worthy  of  obser- 
vation from  the  anomalous  circumstances  under  which 
they  have  arisen.  Viewed  from  the  point  of  the  abstract, 
the  ideal,  or  the  absolute,  the  modern  developments  in 
Scandinavia  are  commonplace.  But  as  manifestations 
of  race,  climate,  and  nationality,  their  value  can  scarcely 
be  overrated. 


CHAPTER  V, 

ABO,  HELSINGFORS,   AND   WIBORG. 

In  the  middle  of  the  summer  month  of  July   I  left 
Sweden    for    Russia,      The    steamer   loosed    from    her 
moorings    somewhat   after    midnight,  yet  daylight   still 
lingered  in  the  sky.     The  track  lay  around  the  lovely 
environs  of  Stockholm  ;  islands  and  wooded  headlands, 
studded  with  villas,  or  crowned  with  churches,  loomed  on 
the  eye  as  shadows  visible  and  yet  half  invisible.     The 
evening  of   the    first    day  brought   me  within    Russian 
territory.      Before  the  sun  had  quenched  his   fever  fire 
in  the  w^estern  waters,  the  boat  was  moored  under  the 
shadow  of  the  castle  and  the  cathedral  of  the  ancient 
capital   of   Finland.      Abo   is  finely    planted,    but    her 
ancient  glory  has  departed.      Fire  desolated  her  public 
buildings,  her  university  was   removed,  her  trade   lost. 
The  streets  are  wide  and  deserted,  the  chief  edifices  form 
together  less  of  a  society  than  of  a  solitude.      Indeed,  as 
I  subsequently  found  to  be  common  within  the  confines 
of  the  vast  Russian  empire,  an  infinite  space  seemed  to 
be  placed  at  the  disposal  of  an  infinitesimal  population. 
It  is  said  that  Abo  with  only  20,000  inhabitants,  covers 
an  area  equal  to  Dresden  with  her  150,000  souls.     An 
artist  would  find   in   the  city  and  neighbourhood  little 
material  for  his  sketch-book.      But  interest  can  scarcely 
fail  to  be  felt  in  the  venerable  cathedral  which  served  in 
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these  parts  as  the  cradle  of  Christianity.  The  architec- 
ture wears  that  uncouth  and  anomalous  aspect,  which 
seems  to  tell  how  Gothic  styles  lost  their  way,  and 
Avandered  far  adrift  ere  they  reached  these  utmost 
confines  ;  how  symmetry,  beauty,  finish,  gave  place  to 
a  barbaric  grandeur  which  may  be  supposed  to  comport 
with  granite  rocks,  pine  forests,  snow,  ice,  and  the  dark 
shadows  of  the  wintry  nights,  which  hang  in  melancholy 
sadness  over  life.  The  insanity  known  to  come  over 
peoples  long  immured  in  villages  and  huts,  snow-covered 
and  night-shrouded,  ever  and  anon  peers  out  from 
beneath  the  art  which  in  Scandinavia  and  Russia 
struggles  into  hard  and  half-starved  existence.  The 
cathedral  of  Abo  is  as  a  twin  sister  to  the  cathedral  of 
Upsala  :  each  stands  on  the  furthermost  frontier  of 
civilisation  :  each  is  the  historic  representative  of  piety, 
learning,  rank  ;  and  each  too,  in  point  of  art,  may  be 
comparable  to  a  huge  antediluvian  creature  cast  on  a 
desert  shore,  or  imprisoned  in  Siberian  snows. 

The  interest  of  this,  the  oldest  ecclesiastical  structure 
in  Finland,  lies  not  in  its  exterior  but  within  its  gloomy 
brick-built  walls.  The  crypt  is  by  its  contents  a  curiosity: 
here  for  centuries  the  first  families  were  buried,  and  now 
into  this  ghastly  charnel-house  the  visitor  is  permitted  to 
clamber  and  crawl  in  order  to  see,  as  in  the  Capuchin 
Church  in  Rome,  the  sleeping  and  silent  dead  dressed  as 
the  living.  The  gloomy  caverns  might  have  suggested 
to  Rembrandt  ideas  for  'The  Raising  of  Lazarus';  and 
to  Decamps,  Gustave  Dore,  and  other  sensational  artists 
in  France,  these  robed  remnants  of  humanity  would 
serve  as  tempting  models.  The  internal  structure  of 
this  large  and  massive  cathedral  is  not  without  nobility, 
the  nave  and  aisles  are  lofty,  the  vaulting  fine,  and  the 
octagonal  shafts  at  the  east  end  imposing.      There  is  no 
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triforium,  and  the  collective  effect  has  been  greatly 
marred  by  a  wholesale  wash  of  colour,  which  proves 
that  the  Pins  were  no  better  than  the  English  at  the 
time  when  the  practice  was  to  whitewash  and  colour 
all  Gothic  interiors.  Here  at  Abo,  as  at  Upsala,  the 
traveller  is  not  beyond  the  boundary  of  wall-paintings  ; 
frescoes  indeed,  though  proverbially  frail  and  sensitive, 
can  live  like  the  Alpine  rose  on  the  confines  of  the  snow. 
A  series  of  consecutive  decorations,  six  in  number,  range 
in  subject  from  the  Nativity  to  the  Resurrection.  Some 
have  suffered  severely,  others  are  so  fresh  as  to  appear 
repainted.  The  style  is  the  usual  modern  version  or 
rather  perversion  of  the  Raphael  manner  ;  the  handling, 
as  might  be  anticipated,  is  coarse  ;  the  effort  made  is 
considerable,  some  of  the  compositions  cannot  be  less 
than  fifteen  feet  long.  On  a  higher  range  are  two  his- 
toric scenes,  also  in  fresco  ;  in  merit  these  works  are  not 
above  mediocrity.  It  is  said  that  certain  of  these  wall- 
paintings  are  due  to  Ekman,  a  Finnish  artist.  The 
statement  has  probability  on  its  side.  Finland  produces 
painters,  as  will  subsequently  appear.  I  have  not  been 
able  to  ascertain  anything  certain  as  to  this  artist  ex- 
cept that  he  derived  his  education,  as  indeed  might  be 
supposed,  from  Germany.  The  painter  who  introduced 
frescoes  into  the  cathedral  of  Upsala  in  like  manner 
learnt  the  process  within  German  territory.  Thus  ex- 
plained, the  apparition  of  frescoes  among  Swedes  or 
Fins,  is  less  strange  and  startling  Wall-painting  in  fact 
has  been  making  its  way  northwards  for  centuries. 
Perhaps  at  Abo  it  has  for  the  present  reached  its 
utmost  limit,  at  all  events  the  monumental  art  of  fresco 
can  hardly  live  where  there  exist  no  monuments  to 
decorate. 

Helsingfors,  sometimes  termed   the  Gibraltar  of  the 


144  ABO,   HELSINGFORS,  AND    WIBGRG. 

North,  presents  an  imposing  aspect  when  approached 
from  the  sea.  Effective  sketches  might  be  taken  inside 
and  outside  the  town.  Architecture  at  all  events  has 
here  assumed  pretensions  developed  since  Russia  made 
this  stronghold  the  capital  of  her  much-petted  province 
of  Finland.  The  streets  are  systematically  named  in 
three  languages,  Finnish,  Russian,  and  Swedish ;  the 
native  tongue,  when  in  a  few  years  it  shall  by  existing 
educational  enactments  have  supplanted  the  Swedish, 
will  become  the  official  language  of  the  Grand  Duchy. 
We  may  be  sure,  however,  that  the  constructional,  plastic 
and  pictorial  arts  will  continue  to  be  modelled  on 
Russian  standards.  All  the  new  parts  of  the  city  have 
been  laid  out  on  an  ambitious  scale  :  the  streets  are 
straight  and  rectangular,  the  squares  ample  and  im- 
posing ;  in  short,  the  railway  now  open  which  brings 
St.  Petersburg  within  easy  distance,  will  import  wholesale 
Russian  arts  and  manners  into  Helsingfors.  The  public 
buildings,  such  as  the  Senate  House  and  the  University, 
assume  that  pomp  in  pediments^  that  array  of  lofty 
columns  and  parade  of  granite  steps,  which  constitute 
the  invariable  resource  of  Imperial  architects.  In  scale 
and  material,  outlay  and  labour,  the  architecture  of 
Russia  is  akin  to  the  ancient  structures  of  Imperial  Rome: 
and  yet  while  Rome  is  now  old  and  venerable,  Russia 
in  her  art  creations  seems  juvenile  and  impertinent  : 
while  Rome  too  built  for  eternity,  Russia  runs  up  some 
false  construction,  some  showy  fagade  which  melts  like 
snow  in  the  sun,  or  crumbles  as  stucco  in  the  frost. 

Wiborg,  the  next  town  of  importance  in  the  Gulf  of 
Finland,  and  now  a  favourite  summer  resort  of  the 
well-to-do  people  of  St.  Petersburg,  has  one  of  those 
magnificent  approaches  from  the  water  common  to  the 
tideless  seas  of  the  Baltic  and  of  the  Mediterranean.     In 
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fact  here  once  again  under  a  hot  sun  and  a  cloudless  sky 
in  midsummer,  I  was  reminded  of  the  blue  waters  which 
environ  Italy  and  Greece.  Scarcely  more  picturesque 
are  the  approaches  to  Genoa,  Naples,  Smyrna,  and 
Constantinople,  than  the  entrances  to  Stockholm, 
Helsingfors,  Wiborg,  and  St.  Petersburg.  The  number 
of  days  however  in  the  year  when  a  sailor  along  the 
coasts  of  Finland  can  imagine  himself  in  a  southern  sea 
are  naturally  but  few.  On  penetrating  inland  of  course 
the  character  of  the  vegetation  at  once  dispels  all 
delusion — yet  Finland  would  seem  to  be  no  exception 
to  the  rule,  that  where  there  is  excellent  fishing  there  is 
good  sketching.  Hills  and  lakes  abound — indeed  it  is 
said  that  with  the  exception  of  some  parts  of  North 
America,  no  country  exists  that  is  so  much  covered 
with  inland  waters.  Finland  will  probably  become,  at 
least  in  its  most  accessible  parts,  the  sketching-ground 
of  St.  Petersburg.  The  railway,  as  it  extends  from  point 
to  point  on  the  northern  shores  of  the  gulf,  will  carry 
well-to-do  merchants  to  their  country  boxes  ;  excursions 
with  inevitable  picnics  will  be  made  into  the  interior, 
and  thus  favoured  spots,  such  as  the  waterfall  at 
Wiborg,  must  find  their  way  into  picture-galleries.  It 
may  easily  be  understood  that  Finland  has  hitherto  done 
little  for  the  arts.  Ekman,  a  Fin  painter,  worked,  as  we 
have  seen,  at  fresco  in  the  cathedral  of  Abo ;  and  Arsenius 
Mestschersky,  as  will  appear  in  the  sequel,  rendered  with 
rare  fidelity  the  snow  and  the  ice  of  the  Finnish  winter. 
I  was  interested  to  find  that  Mestschersky  learnt  to 
paint  winter  not  in  Finland  but  in  Switzerland.  He 
was  a  pupil  indeed  of  Calame,  who  in  turn  had  studied 
under  Francis  Danby.  Thus  it  would  appear  that  our 
English  Danby  made  Swiss  Calame,  and  that  Calame 
then  created  Russ  Mestschersky.      This  is  but  one  of 
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the  many  instances  of  how  national  schools  in  Europe 
are,  and  always  have  been,  linked  together  by  personal 
bonds  and  the  innate  affinities  of  genius.  That  the 
most  faithful  painter  of  ice  and  snow  in  the  northernmost 
provinces  of  Russia  should  have  learnt  his  art  among 
the  Alps,  may  appear  less  strange  if  it  is  remembered 
that  when  Mr.  Cooke,  R.A.,  painted  the  ships  Hecla  and 
Terror,  ice-bound  within  the  arctic  circle,  he  used  studies 
made,  not  at  the  North  Pole  but>  among  the  lakes 
and  mountains  of  Switzerland.  Snow  and  ice  are  in 
fact  the  same  all  the  world  over,  which  may  be  one 
reason  why  winter  scenes  are  much  alike,  whether 
painted  in  Russia  or  England,  in  Germany  or  Swit- 
zerland. 

In  a  journey  which  I  took  for  the  purpose  of  judging 
of  the  art  capabilities  of  Russia,  my  first  experience  was 
not  on  land  but  upon  the  sea,  and  I  soon  found  that 
these  Russian  waters  do  not  yield  much  material  for  the 
pencil.  Yet  the  traveller's  impressions  are  novel,  and 
the  aspects  of  nature  exceptional.  The  steamer  threads 
her  way  among  fiords,  headlands,  and  innumerable 
islands,  or  rather  rocks  ;  yet  the  scenery  may  be 
summed  up  in  the  three  words,  'sea,  granite,  firs.' 
Altogether  the  landscape  loses  by  comparison  with  the 
neighbouring  and  analogous  coasts  of  Norway,  Sweden, 
and  Scotland.  Granite  rocks  from  which  the  rugged 
angles  have  been  abraded,  heaps  of  granite  stones,  some 
minute  and  others  gigantic,  all  made  round  and  smooth 
as  pebbles  by  the  ceaseless  beating  of  angry  waves, 
have  but  a  puerile  effect  when  transferred  to  a  sketch- 
book. Pine-trees  too,  though  noble  beings  when  they 
shoot  up  to  the  sky  with  stout  trunk  and  wide  sweeping 
branches,  as  in  the  sheltered  plains  and  valleys  of 
Sweden,  assume    a   mean   and  poverty-stricken  aspect 
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when  growing  precariously  on  the  thin  soil  of  these  arid 
rocks.  The  remaining  pictorial  elements  in  the  Gulf  of 
Finland — the  sea  and  the  sky— naturally  change  with 
the  season.  In  the  winter  an  army  with  bag  and 
baggage  has  been  marched  across  the  ice  from  shore  to 
shore,  but  in  midsummer  the  sun  is  so  hot  and  the  sky 
so  clear  that  the  traveller  might  fancy  himself,  as  already 
supposed,  on  the  blue  waters  of  the  Mediterranean. 
Still  I  have  always  found  while  sailing  on  northern  seas 
a  chilling  suspicion  of  half  departing  or  quick  returning 
winter.  The  craft  upon  the  waters  float  not  as  in  the 
Adriatic,  like  brightly  coloured  butterflies  ;  they  glide 
not  with  the  light  wing  of  the  swallow,  but  are  heavy, 
dark,  and  dirty,  as  traders  doing  hard  work.  The  coasts 
too,  which  the  steamer  hugs,  are  not  like  the  shores  of 
Ravenna,  one  grand  table-land  of  stone  pines,  or  as  the 
bays  of  Naples  and  of  Salerno,  fragrant  with  orange 
groves.  Thick  snows,  biting  frosts,  and  keen  cutting 
ice,  have  stunted  nature  in  her  growth,  and  blanched  her 
in  her  colour.  The  artist  indeed  would  almost  do  better 
had  he  the  courage,  to  portray  these  savage'  lands,  these 
uncivilised  peoples,  in  their  winter  attire :  yet  have  I 
invariably  found  that  such  sketches,  though  startling  in 
effect,  are  circumscribed  alike  in  material  as  in  mental 
sphere.  The  imagination  however  cannot  fail  to  be 
moved  deeply  when  a  picture  seizes  with  appalling 
reality  some  great  catastrophe,  such  as  the  loss  of  a 
family  or  a  caravan  in  the  snow  drift,  or  the  overthrow 
of  an  army  in  retreat.  The  retreat  of  Napoleon  from 
Moscow,  as  depicted  by  the  French  artist  Yvon,  is  a 
scene  unparalleled  for  tragic  horror.  And  once  more  I 
would  suggest  that  the  landscape  and  marine  painter 
may  be  able  to  turn  to  account  the  grandly  panoramic 
sunsets  of  these  northern  latitudes.     Specially  novel,  as 
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already  found  in  Scandinavia,  are  the  effects  during  the 
few  weeks  when  the  sun  scarcely  dips  below  the  horizon, 
but  maintains  a  golden  and  saffron  twilight  even  into 
midnignt  and  into  morning.  Midsummer,  too,  is  subject 
to  sudden  atmospheric  vicissitudes,  such  as  sea  mists, 
silvery  under  the  sun  and  soft  as  moonlight.  On  my. 
way  to  Helsingfors  the  steamer  had  to  cast  anchor 
twice,  and  in  sailing  on  the  Neva  in  July,  the  speed  of 
the  boat  was  slackened,  so  perplexing  and  impenetrable 
were  the  fogs,  which  came  as  a  cloud  before  the  wind 
and  as  swiftly  as  a  cloud  were  swept  away.  But  the  atmo- 
spheric effects  were  on  the  whole  disappointing;  even 
Turner  would  have  found  it  hard  to  illumine  these 
mists,  or  to  turn  into  gold  these  leaden  skies.  The  sun 
had  no  iridescent  colour  or  rainbow  panoply:  weak  and 
blanched  as  the  moon,  his  power  was  not  like  that  of 
the  sun  in  Palestine,  described  by  the  Psalmist  as  a 
giant  rejoicing  in  his  strength. 
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Cronstadt,  the  strong  fortress  which  stopped  the 
advance  of  the  EngHsh  squadron  In  the  last  Russian 
war,  is  as  the  water-gate  of  St.  Petersburg.  A  bright 
July  sun  made  no  unpleasing  picture  of  the  huge  hulks 
of  the  men-of-war,  and  of  the  many-masted  merchant 
ships  which  lay  within  the  harbour,  or  behind  the 
fortifications.  Passing  Cronstadt  the  capital  soon  comes 
in  sight :  the  water  is  so  smooth  and  shallow,  and  the 
banks  are  so  low,  that  I  was  actually  reminded  of  the 
lagoons  of  Venice.  Far  away  in  the  distance  glittered 
in  the  sunlight  cupola  beyond  cupola,  covered  with  bur- 
nished gold  or  sparkling  with  bright  stars  on  a  blue 
ground.  The  river,  stretching  wide  as  an  estuary,  was 
thronged  with  merchandise  as  the  Tagus  or  the  Thames  : 
yachts  were  flying  before  the  wind  and  steam-tugs 
laboured  slowly  against  the  stream,  dragging  behind  the 
heavily-laden  lighter.  Warehouses  and  wharfs  and 
timber-yards  now  begin  to  line  either  bank  ;  yet  the 
materials  for  a  sketch-book  are  scanty  and  uninviting : 
an  artist  who,  like  Mr.  Whistler,  has  etched  at  Battersea 
and  Blackwall,  would  find  by  comparison  on  the  Neva 
the  forms  without  character,  the  surfaces  without  tex- 
ture, the  masses  without  light,  shade,  or  colour.  As  the 
boat  advances  the  imperial  city  grows  in  scale  and 
pomp.  The  river  view  becomes  imposing,  the  banks 
are  lined  on    either   side  by  granite  quays,  which   for 
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solidity,  strength,  and  area,  have  no  parallel  in  Europe. 
Beneath  the  bridges  the  unruly  river  rushes,  bearing 
along  rafts  and  merchandise,  and  in  the  broad -laid 
streets  people  hurry  to  and  fro,  as  if  the  day  were  too 
short  for  the  press  of  business  :  only  in  great  commercial 
<:apitals,  the  centres  of  large  populations,  is  life  thus 
rapid  and  over-burdened.  Throughout  Russia  generally 
time  hangs  heavily,  but  here  at  the  seat  of  empire,  the 
focus  of  commerce,  life  under  high  pressure  moves  at 
full  speed.  I  know  of  no  European  capital,  excepting 
perhaps  London  and  Vienna,  which  leaves  on  the  mind 
so  strong  an  impression  of  power,  wealth,  and  ostenta- 
tion, as  the  city  of  St.  Petersburg. 

Possibly  the  first  idea  which  may  strike  the  stranger 
on  driving  from  the  steamer  to  the  hotel,  is  the  large 
scale  on  which  the  city  has  been  planned  ;  the  area  of 
squares  and  streets  seems  proportioned  to  the  vast 
dimensions  of  the  Russian  empire  :  indeed  the  silent 
solitudes  of  the  city  may  be  said  to  symbolise  the 
desert  tracks  of  central  Russia  and  Siberia.  Only  on 
the  continent  of  America  is  so  much  land  at  command, 
so  large  a  sweep  of  territory  brought  within  the  circuit 
of  city  life.  In  the  old  world,  Munich  offers  the  closest 
analogy  to  St.  Petersburg,  and  that  not  only  by  wide 
and  half-occupied  areas,  but  by  a  certain  pretentious 
and  pseudo-classic  architecture,  common  to  the  two 
cities  alike :  the  design  for  the  Hermitage  in  fact  came 
from  Munich.  St.  Petersburg,  like  Munich  too,  has  been 
forced  into  rapid  growth  ;  indeed  while  looking  at  the 
works  raised  by  successive  Tsars,  I  was  reminded  of  the 
boast  of  Augustus  that  he  found  Rome  of  brick  and 
left  her  of  marble. 

St.  Petersburg,  though  sometimes  decried  as  a  city 
of  shams,  is  certainly  not  surpassed  in  the  way  of  show 
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by  any  capital  in  Europe.  As  to  natural  situation  she 
may  be  said  to  be  at  once  fortunate  and  infelicitous  : 
the  flatness  of  the  land  is  not  redeemed  by  fertility,  the 
monotony  of  the  panorama  is  not  broken  by  mountains  ; 
the  city  rides  as  a  raft  upon  the  waters,  so  heavily 
freighted  as  to  run  the  risk  of  sinking.  And  yet  I 
know  of  no  capital  more  imposing  when  taken  from  the 
strong  points  of  view.  Almost  beyond  parallel  is  the 
array  of  palaces  and  public  buildings  which  meets  the 
traveller's  e^^e  in  a  walk  or  sail  from  the  English  quay 
up  to  the  Gardens  of  the  Summer  Palace.  The  struc- 
tures it  is  true  tend  a  little  too  much  to  what  may  be 
termed  buckram  and  fustian  styles  ;  indeed  there  is 
scarcely  a  form  or  a  detail  which  an  architect  would 
care  to  jot  down  in  his  note-book.  And  yet  the  general 
effect  is  grand  :  a  big  river  rushing  with  large  volume 
of  water  through  the  arches  of  bridges,  along  granite 
quays  and  before  marble  palaces,  is  a  noble  and  living 
presence  in  the  midst  of  the  city  life.  The  waters  of 
'  the  great  Neva '  and  of  '  the  little  Neva '  appear  as  an 
omnipresence  ;  the  rivers  are  in  the  streets,  and  great 
buildings,  such  as  the  Admiralty,  the  Fortress,  and  the 
Cathedral  of  St.  Peter  and  St.  Paul,  ride  as  at  anchor 
on  a  swelling  flood.  The  views  from  the  three  chief 
bridges — Nicholas  Bridge,  Palace  Bridge,  and  Troitska 
Bridge — are  eminently  palatial  and  imperial.  The 
Academy  of  Arts,  the  Academy  of  Sciences,  St.  Isaac's 
Cathedral,  the  Admiralty,  the  Winter  Palace,  the 
Hermitage,  and  the  fortress  and  cathedral  of  St  Peter 
and  St.  Paul,  give  to  the  stranger  an  overpowering 
impression  of  the  wealth  and  the  strength  of  the  empire. 
The  Englishman,  while  standing  on  these  bridges,  will 
naturally  recall  analogous  positions  on  the  river  Thames  ; 
such  comparison  is  not  wholly  to  the   disadvantage  of 
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the  northern  capital,  yet  on  the  banks  of  the  Neva  rise 
no  structures  which  in  architectural  design  equal  St. 
Paul's  Cathedral,  Somerset  House,  Westminster  Abbey, 
and  the  Houses  of  Parliament.  Indeed,  with  the  ex- 
ception of  the  spire  of  the  Admiralty,  I  did  not  find  in 
St.  Petersburg  a  single  new  idea. 

Of  the  famous  Nevski-Prospekt,  the  chief  street  in 
St.  Petersburg,  it  may  be  said  as  of  our  London  Regent 
Street,  that  it  can  stand  neither  weather  nor  criticism. 
As  to  style  of  architecture,  strictly  speaking  the  Nevski- 
Prospekt  has  none  :  the  buildings,  consisting  of  shops, 
interspersed  with  a  few  churches  and  public  edifices,  so 
much  partake  of  the  modern  and  mongrel  Italian  manner, 
that  the  traveller  might  easily  fancy  himself  in  Paris, 
Brussels,  or  Turin.  Few  cities  are  so  pretentious  in 
outside  appearances  as  St.  Petersburg,  and  yet  the  show 
she  makes  is  that  of  the  whited  sepulchre  :  false  con- 
struction and  rottenness  of  material,  facades  of  empty 
parade,  and  plaster  which  feigns  to  be  stone,  constitute 
an  accumulative  dishonesty  which  has  few  parallels  in 
the  history  of  architecture.  Classic  pillars  and  porticos, 
which  have  been  thrust  in  everywhere  on  slightest 
pretext,  are  often  built  up  of  brick  covered  with  cement 
and  coloured  yellow.  Columns,  here  the  common  and 
constant  expedient,  are  mostly  mismanaged  ;  they  are 
as  it  were  gratuitous  intrusions,  they  seem  to  be  stuck 
on,  they  fail  to  compose  with  the  rest  of  the  building. 
Neither  do  the  architects  of  St.  Petersburg  understand 
mouldings  or  the  value  of  shadow,  there  is  scarcely  a 
moulding  in  the  city  which  casts  a  deep,  broad  or 
delicate  shadow  :  hence  the  fagades  look  flat  and  thin  as 
if  built  of  cards.  In  the  same  way  the  details  are  poor 
and  treated  without  knowledge ;  it  thus  happens  that  con- 
ceptions bold  and  grand  are  carried  out  incompletely. 
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The  great  mistake  is  that  the  architects  have  made  no 
attempt  to  gather  together  the  scattered  elements  of  a 
national  style.  With  the  noteworthy  exception  of  the 
use  of  fine,  fanciful  and  fantastic  domes,  often  gilt  or 
brightly  coloured,  the  architecture  in  Russian  capitals  is 
either  Classic  or  Renaissance  of  the  most  commonplace 
description. 

A  practice  I  have  adopted  in  Rome  I  found  wise  and 
pleasant  in  St.  Petersburg ;  I  made  it  a  rule  never  to 
pass  a  church  without  looking  in  at  the  door.  This 
daily  habit,  when  extended  over  a  few  weeks,  brings 
much  observation  of  ecclesiastical  structures  and  modes 
of  decoration,  of  rituals  and  church  music,  of  picturesque 
worshippers  in  paintable  attitudes  and  costumes.  I  shall 
defer  any  description  of  religious  ceremonies  in  the 
Greek  Church  until  I  reach  Moscow  and  'Kief,  the  city 
of  pilgrimage.'  And  I  shall  not  think  it  worth  while  to 
dwell  on  the  very  many  churches  which  adorn  the 
northern  capital,  because,  with  few  exceptions,  there  is 
nothing  in  point  of  art  which  merits  to  be  recorded. 
Yet  I  can  scarcely  refrain  from  again  referring  to  the 
fine  fantasy  played  by  many -coloured  domes  against 
the  blue  sky.  The  forms  are  beautiful,  the  colours 
decorative.  The  city  in  its  sky  outline  presents  a  suc- 
cession of  strange  pictures,  at  one  point  the  eye  might 
seem  to  range  across  a  garden  of  gourds,  at  other  posi- 
tions peer  above  house-tops  groups  which  might  be 
mistaken  for  turbaned  Turks  ;  and  when  the  sun  shines 
vividly,  and  throws  glittering  light  on  the  'patens  of 
bright  gold,'  over  these  many-domed  churches,  a  stranger 
might  almost  fancy  that  above  the  city  floated  fire 
balloons  or  bright-coloured  lanterns.  The  large  cupola 
of  St.  Isaac,  covered  with  copper  .overlaid  with  gold,  has 
been  said  to  burn   on  a  bright  day  like  the  sun  when 
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rising  on  a  mountain  top.  I  can  never  forget  the  sight 
when  I  returned  to  St.  Petersburg  from  the  most  bril- 
liant civic  and  military  spectacle  I  ever  witnessed,  the 
fete  of  the  Empress  at  Tsarskoe  Selo.  It  was  still  dark, 
but  before  I  reached  my  hotel  for  the  short  repose  of 
a  night  which  already  brightened  into  morning,  every 
cupola  on  the  way  was  awakening  into  daylight ;  the 
sun,  hesitating  for  a  moment  on  the  horizon,  announced 
his  coming  as  by  electric  light  on  the  golden  stars 
which  shone  on  domes  more  blue  than  the  grey  sky  of 
morning.  In  Moscow  we  shall  find  that  church  cupolas 
play  a  part  in  the  city  panorama  still  more  conspicuous 
than  in  St.  Petersburg. 

The  Cathedral  of  St.  Isaac  will  fall  under  notice  when 
I  come  to  speak  of  the  modern  mosaics  and  pictures 
which  adorn  the  interior.  But  a  word  may  here  be 
given  to  the  exterior  and  to  the  general  construction  of 
this  the  most  costly  and  pretentious  of  Russian  churches. 
The  noble  edifice  has  the  advantage  of  a  commanding 
situation  ;  not,  it  is  true,  as  to  elevation — for  that  is  im- 
possible in  a  city  set  throughout  on  a  dead  level — but 
the  surface  area  in  its  wide  sweeping  circuit  at  all 
events  contrasts  strikingly  with  that  cribbed  and  cabined 
church-yard  of  St.  Paul's  in  London,  which  the  English- 
man may  have  just  left  behind  him.  Yet  St.  Isaac's  can 
scarcely  venture  on  comparison  with  St.  Paul's,  though 
the  style  of  the  two  buildings   is   similar.     The  great 


Cathedral  of  St.  Petersburg  has,  however,  the  advantage 
of  that  concentration  .which  belongs  to  the  Greek  as 
distinguished  from  the  Latin  Cross,  a  distinction  which 
has  always  been  to  the  disadvantage  of  St.  Peter's  in 
Rome.  A  cross  of  four  equal  arms,  with  columned 
porticos  mounted  nobly  on  steps  at  the  four  extremities, 
the   whole   composition    crowned  by  central   and   sur- 
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rounding  cupolas,  is  assuredly  an  imposing  conception, 
of  which  the  French  artist  M.  Montferrand  has  known 
how  to  make  the  most.  I  may  here,  by  way  of 
parenthesis,  remark  that  the  two  works  which  do  most 
honour  to  St.  Petersburg,  the  Cathedral  of  St.  Isaac  and 
the  adjacent  equestrian  statue  of  Peter  the  Great,  are 
severally  due  not  to  Russian  but  to  French  artists.  This 
is  one  example  among  many  of  the  foreign  origin  of  the 
arts  in  Russia.  But  at  all  events  let  it  be  admitted  that  the 
materials  used,  as  well  as  the  ideas  often  brought  to  bear, 
are  local  or  national.  For  example,  the  grandest  of  all 
architectural  conceptions,  the  idea  of  a  dome,  is  here 
glorified  in  true  Russian  or  Oriental  manner,  not  so  much 
by  magnitude  of  proportion  as  by  decorative  splendour, 
heightened  to  the  utmost  by  a  surface  of  burnished  gold. 
Then  the  four  porticos  which  terminate  each  end  of  the 
Greek  cross  with  stately  columns  and  entablatures  of 
granite  from  Finland,  albeit  in  design  mere  common- 
place compilations,  are  wholly  national  in  the  material 
used.  I  do  not  now  stop  to  mention  the  large  and  bold 
reliefs  in  bronze,  which  though  French  in  design  were,  I 
believe,  cast  in  St.  Petersburg:  indeed  here,  as  in  Munich, 
the  government  makes  that  liberal  provision  which  only 
governments  can  make,  for  noble  but  unremunerative 
art.  The  great  dome  is  said  to  be  sustained  by  iron  ; 
indeed  the  science  of  construction  brought  to  bear  is 
great,  yet  again  it  must  be  acknowledged  that  whether 
the  material  be  iron,  bronze,  or  stone,  the  art,  the  skill, 
and  even  the  commercial  capital,  are  not  Russian  but 
foreign,  and  often  English.  Russian  workmen,  how- 
ever, are  employed  as  mechanics  or  machines,  partly 
because  their  rate  of  wages  is  low,  but  also  because 
in  copyism  and  mechanism  Russian  artisans  cannot 
throughout    Europe    be    surpassed.      When    I    got    to 
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St.  Petersburg  I  could  scarcely  believe  the  statement 
to  be  true  that  the  'English  Magazine'  and  not  any 
Russian  factory  had  executed  the  eight  stupendous  mala- 
chite pillars  within  the  church,  weighing  about  34,000 
pounds  and  costing  i^2 5,000  sterling.  Yet  while  the 
organisation  might  be  English,  the  operatives  were 
Russians.  These  unsurpassed  malachite  pillars  combine 
in  the  grand  altar-screen  with  columns  of  lapis-lazuli  : 
the  latter  are  said  to  have  cost  per  pair  ;^  12,000 
sterling.  I  need  scarcely  observe  that  this  parade  of 
precious  materials  partakes  more  of  barbaric  magni- 
ficence than  of  artistic  taste  ;  indeed  these  columns  of 
malachite  and  lapis-lazuli,  which  to  the  eye  present 
themselves  as  solid  and  honest,  have  been  built  up  as 
incrustations  on  hollow  cast-iron  tubes.  Thus  hollow 
are  the  most  precious  arts  of  Russia.  Justice,  how- 
ever, demands  that  I  should  speak  hereafter  in  fair 
appreciation  of  the  interiors  of  Russian  churches, 
whereof  the  Cathedral  of  St.  Isaac  is  among  the  chief. 
Nevertheless,  material  rather  than  mind,  money  rather 
than  art,  is  the  governing  power  ;  malachite,  lapis-lazuli, 
gold,  and  other  precious  substances  are  heaped  together 
profusely,  yet  no  architect  in  Europe  of  the  slightest 
intellectual  pretensions,  would  care  to  look  a  second 
time  at  the  constructive  or  decorative  conceptions  which 
the  churches  of  St.  Petersburg  display.  St.  Isaac's  in 
fact  is  miraculous  only  in  its  monoliths.  I  could 
scarcely  believe  my  eyes  when  first  I  stood  beneath  the 
stately  porticos  and  looked  from  top  to  bottom  of  the 
very  many  columns,  seven  feet  in  diameter  and  sixty 
feet  high,  all  polished  granite  monoliths  from  Finland. 
Already  I  had  made  the  assertion  that  there  was 
nothing  new  in  St.  Petersburg  when  these  granite 
monoliths  at  once  compelled  a  recantation. 
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The  monoliths  in  St.  Petersburg  are  so  exceptional 
in  number  and  often  so  gigantic  in  dimension  as  to  call 
for  special  mention.      The  monolith  obelisks  of  ancient 
Egypt  are  scarcely  more  remarkable.      In  addition   to 
the  magnificent   columns,  each   sixty  feet  high,  which 
sustain  the  four  porticos  of  the  cathedral  of  St.  Isaac, 
are   fifty-six   monoliths,   also  of  granite  from  Finland, 
thirty-five  feet  high  in  the  Kazan  Cathedral;  likewise 
the  noble  entrance-hall  of  the  Hermitage  is  sustained 
by  sixteen  monoliths,  and  the  magnificent  room  which 
receives  the  treasures  from   the    Cimmerian   Bosphorus 
has  the  support  of  twenty  monoliths.      But  the  greatest 
sinele  block   of   modern  times    stands  in   front  of  the 
Winter  Palace,  as  a  monument  to  Alexander  I.     The 
height  is  eighty-four  feet,   and  the  weight  nearly  four 
hundred  tons.     The  story  goes  that  the  contractor"  in 
Finland,   finding    that  he    had    exceeded    the  required 
length,   actually  cut  off  ten  or  fifteen  feet.     The  vast 
granite  quarries  of  Finland  supply  the  Tsars  with  these 
stupendous  columns,  just  as  the  granite  quarries  at  Syene 
on    the   Nile   furnished    the   Pharaohs    with    obelisks. 
These  enormous  masses  are  too  heavy  to  be  conveyed  on 
wheels,  the  only  practicable  mode  of  transit  is  on  rollers. 
In  this  way  each  of  the  sixty-feet  columns  for  St.  Isaac's 
was  transported  across  country  all  the  way  from  Finland. 
Each   column   represents   so   incredible   an   amount  of 
labour    as    to    make    it    evident    that    monoliths    are 
luxuries  in  which   only  emperors   can   indulge.      And 
even  when    these    heavy   weights   have   reached   their 
destination  the  difficulty  next  occurs  how  to  secure  a 
solid  foundation.     St.  Petersburg  was  once    a   swamp, 
and   so   rotten   is  the  ground  that  it  would   be  quite 
possible  for  a  monolith  to  sink  out  of  sight  and  never 
more  be  heard  of.      To  provide  against   such   contin- 
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gencies  a  forest  of  piles  was  driven  into  the  earth  at 
the  cost  of  i^200,ooo  as  the  foundation  of  St.  Isaac, 
and  yet  the  cathedral  sinks.  Like  causes  render  the 
roads  of  St.  Petersburg  the  worst  in  Europe ;  winter 
frosts,  which  penetrate  several  feet  below  the  surface, 
seize  on  the  imprisoned  waters  and  tear  up  the  streets. 
The  surface  thus  broken  is  so  destructive  to  wheels  that 
I  have  known  an  Englishman,  who,  though  he  kept  four 
carriages,  had  not  one  in  a  condition  to  use.  The 
jolting  on  the  roads  is  so  great  as  to  make  it  wise  for  a 
traveller  to  hold  on  fast,  and  when  a  lady  and  gentleman 
ride  side  by  side,  it  is  usual  for  the  gentleman  to  protect 
the  lady  by  throwing  his  arm  round  his  companion's 
waist.  This  delicate  attention  is  so  much  of  a  utilitarian 
necessity  as  in  no  way  to  imply  further  obligations. 

St.  Petersburg  is  considerably  indebted  to  the  art  of 
sculpture :  public  monuments  adorn  her  squares  and 
gardens.  Indeed  the  art  of  sculpture  has,  like  the 
sister  arts  of  architecture  and  painting,  been  forced  into 
preternatural  proportions.  In  the  large  area  within 
sight  of  the  church  of  St.  Isaac  and  of  the  Admiralty, 
stands  conspicuously  one  of  the  few  successful  equestrian 
statues  in  modern  or  ancient  times,  the  colossal  bronze 
to  Peter  the  Great.  The  huge  block  of  granite,  which  is 
said  to  weigh  upwards  of  15,000  tons,  was  conveyed 
from  a  marsh,  four  miles  distance  from  St.  Petersburg, 
by  means  of  ropes,  pulleys,  and  windlasses,  worked  by 
men  and  horses.  A  drummer  stationed  on  the  rock 
itself  gave  the  signal  for  onward  movement.  It  would 
seem  that  the  methods  used  in  Russia  to  this  day  for 
transporting  granite  monoliths,  are  curiously  similar  to 
the  appliances  of  the  ancient  Egyptians  for  moving 
like  masses.  In  point  of  art  this  equestrian  statue, 
though    grand    in    conception,    is,    after    the    taste   of 
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barbarous  nations,  colossal  in  size.  Peter  the  Great  is 
eleven  feet  in  stature,  the  horse  is  seventeen  feet  high. 
The  nobility  lies  in  the  action,  the  horse  rears  on  his 
hind  legs  after  the  favourite  manner  of  Velasquez  in 
well-known  equestrian  portraits  of  Ferdinand  IV.  The 
attitude  assumed  by  the  great  Emperor  is  triumphant, 
the  fiery  steed  has  dashed  up  the  rock  and  pauses 
as  in  mid-air  on  the  brink  of  the  precipice.  The  idea 
is  that  Peter  the  Great  surveys  from  the  height  the 
capital  of  his  creation,  as  it  may  be  supposed  to  rise 
from  the  waters.  His  hand  is  stretched  forth  for  the 
protection  of  the  city.  This  work,  like  many  other 
proud  achievements  in  the  empire,  unfortunately  is 
not  Russian.  The  design  is  due  to  the  Frenchman  Fal- 
conet ;  Marie  Callot  is  said  to  have  modelled  the  head, 
and  the  casting  was  done  by  Martelli,  an  Italian. 
Falconet,  in  order  to  be  true  to  the  life,  carefully  studied 
again  and  again  a  fine  Arab  horse,  mounted  by  a 
Russian  general  who  was  famous  as  a  rider :  the  general 
day  by  day  made  a  rush  up  a  mound,  artificially  con- 
structed for  the  purpose,  and  when  just  short  of  the 
precipice  the  horse  was  reined  in  and  thrown  on  its 
hind  legs.  The  artist  watched  the  action  and  made 
his  studies  ;  the  work  accordingly  has  nature,  movement, 
vigour.  I  may  here  mention  that  I  have  nowhere  found 
such  large  masses  of  stone  conveyed  from  place  to 
place  here  as  in  St.  Petersburg.  It  is  true  I  have  seen 
marble  fresh  from  the  mountains  of  Carrara  tugged 
along  by  teams  of  bullocks,  but  I  have  nowhere 
witnessed  so  much  power  brought  to  bear  as  in  the 
transit  of  the  granite  used  in  the  immense  memorial 
to  the  Empress  Catherine. 

The  monument  to  the  late  Emperor  Nicholas  is  a  sad 
falling   off  from   the   manly   and   heroic   style   of    the 
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memorial  to  Peter  the  Great,  the  reason  being  that 
while  the  design  of  the  latter  is  due,  as  we  have  seen, 
to  a  Frenchman,  the  equestrian  statue  of  Nicholas,  with 
surrounding  bas-reliefs  and  emblematic  figures,  is  the 
work  of  the  Russian  sculptor  Baron  P.  Clodt.  This  pro- 
ductive, hard-working,  but  not  original  artist  naturally 
proved  himself  wholly  unequal  to  an  undertaking  so 
arduous.  The  style  embodies  weakness  with  affecta- 
tion ;  the  work,  in  short,  is  a  failure,  as  all  such  art  com- 
pilations in  St.  Petersburg  or  elsewhere  are  bound  to 
be.  Other  public  statues  help  to  people  the  solitudes  of 
the  city :  the  Suwaroff  monument,  destitute,  almost 
as  a  matter  of  course,  of  art  merit,  stands  on  the  open 
space  at  the  flank  of  the  British  Embassy.  The 
monument  to  the  Scotchman  Sir  James  Wylie  is  in  the 
court  of  the  Imperial  Academy  of  Medicine:  the 
memorials  to  Field  -  Marshals  Tolly  and  Koutousoff 
surmount  pedestals  opposite  the  Kazan  Cathedral. 
Of  these  collective  works,  certainly  not  less  than  re- 
spectable, perhaps  the  worst  that  can  be  affirmed  is 
that  they  but  exchange  servility  to  the  Byzan- 
tine school  for  equal  servility  to  classic  and  Italian 
styles.  The  misfortune  of  these  Russian  sculptors  is 
that  they  seldom  succeed  in  establishing  an  indepen- 
dent individuality  or  a  distinctive  nationality.  The  best 
means  of  escape  from  this  dead-alive  condition  seems 
to  be  in  the  direction  of  naturalistic  and  pictorial  treat- 
ment. As  favourable  exceptions  to  the  dull  con- 
ventionality of  Russian  sculpture  may  be  quoted  four 
groups  of  horses  reined  in  by  attendants  :  these  com- 
positions, which  tell  with  admirable  effect  on  one  of  the 
many  bridges  in  St.  Petersburg,  are  wholly  exceptional  in 
this  local  plastic  art  for  free  movement,  bold  action,  and 
faithful  transcript  of  nature.    The  sculptor,  Baron  Clodt, 
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has  deservedly  won  for  himself  renown.  Also  excep- 
tional for  manly,  robust,  and  individual  treatment  is 
the  bronze  statue  to  the  well-known  popular  fabulist 
Krilof,  surrounded  by  bas-reliefs  illustrative  of  his  works. 
Here  again  Baron  Clodt  proves  command  of  character, 
action,  incident.  The  reliefs  surrounding  the  figure  il- 
lustrate Krilofs  animal  fables  and  other  tales,  which 
have  recently  been  translated  into  English  by  Mr.  Ral- 
ston. These  reliefs  are  evidently  most  popular  with 
the  common  people ;  indeed  uneducated  Russians  I 
have  found  in  no  material  degree  to  differ  from  the 
uneducated  classes  in  England  or  other  countries  :  all 
alike  know  a  spade  or  a  besom  when  they  see  one, 
and  little  more.  Sculpture  has  always  been  to  the  il- 
literate of  all  nations  a  dead  letter  so  far  as  it  is  an 
art. 

Yet  though  the  virtuous  efforts  made  under  imperial 
patronage  to  create  a  school  of  sculpture  have  not 
hitherto  been  crowned  with  signal  success,  yet  I  confess 
to  have  felt  peculiar  interest  in  watching  the  birth,  the 
cradling,  and  the  culture  of  plastic  art  in  this  the 
northernmost  of  art  capitals.  In  the  Academy  of  St. 
Petersburg  I  noted  some  few  figures  which,  though 
modelled  almost  as  a  matter  of  course  under  Italian 
influence,  showed  that  simple  love  for  nature,  that 
deliberate  purpose  to  arrive  at  truth  which  can  be  the 
only  hope  of  a  nascent  and  native  school.  In  the  Paris 
Exhibition  of  1867,  among  eighteen  statues,  *  The  In- 
fant Sculptor '  by  Theodore  Kamehekin,  deserves  to  be 
remembered  as  a  pretty  genre  figure.  Also  I  marked 
for  merit  by  Matthew  Tchijoff  '  Le  Messager  de  Kief, 
sujet  tire  de  la  chronique  de  Nestor,  appartenant  au 
musee  de  lAcademie  des  Beaux-Arts.'  This  work, 
though  rude  and   awkward,  as  often  happens  with  an 
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honest  but  semi-barbaric  period,  displays  the  vigorous 
motion  and  the  vivacious  motive  which  occasionally 
serve  as  saving  graces  to  this  graceless  northern  art. 

Sculpture  in  this   ostentatious  capital  of  Russia  not 
unnaturally  assumes  the  imperial  phase  of  bronzes.    Em- 
perors in  fact,  in  sculpture  as  in  the  sister  arts,  went  in  for 
utmost  ostentation,  spared  no   cost,  and   provided   the 
means  whereby  the  city  is  made  conspicuous  for  monu- 
ments in  metal.     Many  of  the  works  already  mentioned 
are  in  bronze.     The   compositions  in  high  relief  which 
adorn  the  exterior  of  St.  Isaac's  would  be  memorable  in 
any  capital  in  Europe  ;  yet  the  objection  may  be  raised 
that    of  all    capitals   they   belong   least  to    St.  Peters- 
burg, so  little  have  they  of  Russian  nationality.     Like 
objection  holds  to    divers  large  bronze    doors   in  sun- 
dry churches,  though    utmost  toleration  is  due  to   the 
servility  which  secured  for  St.  Petersburg  reproductions 
from  the  bronze  doors  in  the  Baptistery  of  Pisa.     Other 
compositions  cast  in  metal  and  mounted  wholesale  in 
the  midst  of  the  most  humdrum  of  architectural  designs, 
frequently  boast  of  novelty  rather  than  of  merit.    Indeed 
in    most   such    examples    lavish    expenditure    rs    more 
apparent  than  art  talent.     In  fact  talent  did  not  come 
in  response  to  imperial  cash.      And  yet  I  am  bound  to 
say  that  in  St.  Petersburg,  as  also  in  divers  exhibitions 
in-western  Europe,  I  have  found  Russian  bronzes  which 
by  vigour  and  naturalism  stand  in  favourable  contrast 
to  the  decadence  and  the  debility  that  have  become  the 
characteristic  and  the  curse  of  all  European  schools  of 
sculpture    since    the   days  of   Canova.      Among   these 
Russian  workers  in  bronze,  I  would  mention  M.  Anto- 
kolsky,  born    1841,   and   educated   in  the  Academy  of 
St.  Petersburg.     This  native  sculptor  exhibited   in  the 
last  International    Galleries,   at   Kensington,  a  life-size 
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statue  of  'John  the  Terrible.'  The  character  of  the 
monarch  who  killed  his  own  son  in  a  paroxysm  of  rage, 
is  here  sketched  to  the  life  with  trenchant  detail ;  the 
hands  are  sinewy  as  griping  talons,  the  eye  is  keen  like 
the  eagle's,  the  head  is  darkened  by  vindictive  vengeance. 
For  once  the  manner  becomes  essentially  northern, 
indeed  the  style  shows  points  in  common  with  that 
most  Scandinavian  of  northern  groups,  '  The  Wrestlers,' 
by  Molin  in  Stockholm.  Yet  the  modelling  is  sketchy 
and  indecisive,  a  defect  common  to  Russian  artists  from 
the  want  of  knowledge  essential  to  detail. 

Baron  P.  Clodt,  professor  in  the  Academy  of  St. 
Petersburg,  by  whom  a  multitude  of  designs  have 
fallen  under  my  observation,  seems  equally  in  that 
embryo  state  which  invariably  marks  these  half-formed 
schools.  Yet  Baron  P.  Clodt,  in  common  with  his 
contemporaries,  just  saves  himself  by  struggling  into 
naturalism.  '  A  Study  of  a  Mare  and  Foal,'  with  other 
like  groups  of  animals  and  figures,  now  in  the  Imperial 
Academy  of  St.  Petersburg,  are  closely  modelled  on 
nature ;  the  touch  is  trenchant  and  sharp.  Another 
worker  in  bronze  is  M.  Nikolaus  Lieberich,  also  a  mem- 
ber of  the  Imperial  Academy.  When  I  wished,  in  search 
for  art,  to  travel  as  far  as  St.  Petersburg,  I  was  led  on 
by  the  promise  of  bronzes  by  this  most  picturesque  of 
modellers.  'The  Dead  Roebuck  on  a  Mat'  is  exquisite 
for  detail  and  manipulation  ;  the  touch  is  tender,  firm, 
and  true.  'The  Reindeer  Sledge,'  a  favourite  subject, 
is  equally  true,  because  within  the  artist's  knowledge. 
Yet  this  realistic  worker  in  bronze  is  too  prolific  for 
improvement ;  like  most  of  the  artists  of  Russia  he 
stops  just  at  the  point  when  he  promises  perfection. 
After  having  made  myself  familiar  with  M.  Lieberich 
in  western   Europe,  I  looked  in  vain  in  his  native  land 
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for  new  development,  and  yet  I  was  glad  to  find  in 
models  of  reindeer,  horses,  sledges,  peasants  in  costume, 
that  national  character  which  constitutes  the  great  value 
of  Russian  art.  M.  Lieberich,  though  circumscribed, 
has  thrown  into  bronze  the  life  of  the  peasant  and  of 
the  noble.  And  all  people  are  ready  to  applaud  a  fur 
cap  or  a  horse's  trappings  as  a  triumph  of  the  naturalism 
which  now  rules  throughout  Europe. 

I  proposed  to  myself  in  visiting  St.  Petersburg  to 
examine  into  the  state  of  arts  and  manufactures  as 
displayed  in  one  of  the  national  (not  international) 
Exhibitions  which  are  held  periodically  in  St.  Petersburg 
and  Moscow.  I  was  somewhat  disappointed,  inasmuch 
as  I  found  that  in  London  and  Paris,  from  185 1  down- 
wards, the  Russians  had  already  made  us  familiar  with 
the  best  works  which  it  was  within  their  power  to 
produce.  In  the  Exhibition  at  St.  Petersburg  nothing 
appeared  to  compare  with  the  malachite  doors  which 
took  London  by  surprise  in  1851,  nor  with  the  figure 
mosaics  which  in  Paris  in  1867  placed  the  Imperial 
mosaic  manufactory  at-  St.  Petersburg  on  an  equality 
with  the  Pope's  famous  establishment  in  the  Vatican. 
But  here,  on  the  spot,  it  was  interesting  to  see  the  raw 
materials  used  in  these  art  manufactures.  Large  heaps 
were  displayed  of  native  unwrought  malachite,  fresh 
from  the  rock.  In  equal  profusion  as  a  peculiar  product 
of  Russia  appeared  lapis  lazuli,  not  cut  or  polished  but 
in  the  rough.  Native  iron  ores  were  also  piled  together 
in  proof  of  the  mineral  riches  of  the  empire.  Iron 
castings  were  also  shown,  which  though,  as  a  matter  of 
course,  inferior  in  detail  and  delicacy  to  the  castings  of 
Berlin,  indicate  how  skilful  is  the  Russian  artisan  in  the 
working  of  metals.  Also  in  the  precious  metals,  as 
I   shall  again  have  occasion   to   remark,  the    Russians 
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display  a  cunning  hand  ;  Russian  jewellery  is  excellent 
in  the  chasing,  also  in  the  setting  of  the  stones.  I  am 
sorry  to  say,  however,  that  the  French  style  prevails  ; 
yet  some  designs  are  Northern.  Very  interesting  are 
the  reproductions  from  the  Finnish  or  Scandinavian 
remains  in  the  museums  of  Northern  Europe.  Such 
jewellery  is  in  form  and  ornament  closely  allied  to  the 
modern  Irish  replicas  from  ancient  models  in  the 
Museum  of  Irish  Antiquities  in  Dublin.  I  was  glad  to 
notice  in  St.  Petersburg  that  the  adaptations  from  the 
old  Finnish  forms  were  eagerly  bought  up. 

Russia,  like  Scandinavia,  makes  herself,  for  obvious 
reasons,  conspicuous  in  woodwork.  She  has  been  and 
still  remains  in  the  period  of  wood  ;  in  times  past  we 
are  told  there  have  been  successive  ages  of  stone, 
bronze,  and  iron,  but  wood  as  distinguished  from  these 
other  materials  seems  perennial.  There  is  a  wooden 
church  near  the  cottage  of  Peter  the  Great  which  stands 
as  the  most  ancient  sacred  structure  in  the  capital. 
Then  whole  villages  are  of  wood,  also  of  wood  are  the 
villas  which  well-to-do  merchants  and  others  in  St. 
Petersburg  take  to  as  pleasant  suburban  retreats  during 
the  heat  of  summer  months.  Wood  was  also  chosen 
as  the  material  of  the  central  court  in  the  last  Exhibition 
at  St.  Petersburg ;  here,  in  fact,  as  in  the  Russian  Court 
of  the  Great  Exhibition  in  Paris,  carved  wood  was  used 
structurally  and  decoratively ;  indeed  the  forms  and 
the  carvings  reminded  me  of  the  bargeboards  and  other 
wood-fabrics  which  I  have  known  in  Shrewsbury, 
Coventry,  Chester,  Hereford,  Southampton,  and  other 
English  towns.  In  fact,  along  the  whole  of  Northern 
Europe,  wood  was  universally  used  for  domestic 
dwellings.  While  stone  and  brick  have  supplanted 
more   primitive    appliances    elsewhere,   in    Scandinavia 
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and  Russia  timber  cut  from  the  forest  is  still  the 
favourite  resource.  Indeed  wood  for  dweUings  possesses 
certain  advantages,  it  is  said  to  dry  after  winter  wet 
more  speedily  than  stone,  also  it  is  found  in  summer 
cooler.  For  these  and  other  reasons  wooden  huts  and 
houses  are  likely  long  to  survive.  That  wooden  floors 
also,  in  the  form  of  tarsia-work,  decorative  in  design  as 
in  colour,  are  favourite  fashions  in  the  art  of  furnishing, 
might  be  seen  by  many  large  and  elaborate  specimens 
in  the  Exhibition  of  St.  Petersburg  as  well  as  in  its 
predecessors  in  London  and  Paris.  These  inlays  of 
coloured  woods  are  used  not  only  in  palaces  but  in 
private  dwellings.  The  Picture  Galleries  of  the  Her- 
mitage are  laid  with  tarsia ;  the  effect  is  decorative,  yet 
subdued,  the  floors  keep  down  in  their  places  quietly ; 
moreover  they  are  cool  in  summer,  warm  in  winter, 
and  always  cleanly.  Tarsia,  or  marquetry,  has  advan- 
tages over  carpets  ;  the  use  of  such  wood  mosaics  has 
extended  in  England  of  late  years,  and  the  Royal 
Academy,  like  the  Hermitage,  is  with  advantage  thus 
floored.  The  Exhibition  gave  other  interesting  samples 
of  the  state  of  arts  and  manufactures  within  the  empire. 
Specially  to  be  commended  were  the  cheap  calicos  printed 
in  oriental  designs  allied  to  the  Indian  shawl-patterns, 
and  really  glorious  in  intensity  and  harmony  of  colour. 
These  fabrics  followed  me  all  through  Russia,  from  St. 
Petersburg  to  Moscow  down  to  Kief,  and  on  to  the 
western  frontier  as  far  as  Poland.  In  Cracow  the 
peasants  in  the  market-place  were  gay  as  pheasants 
and  peacocks  ;  in  fact,  the  Poles,  as  the  Russians,  show 
themselves  oriental  in  their  love  for  colour.  In  an 
art  point  of  view,  the  value  of  figures  thus  brilliantly 
illuminated  can  scarcely  be  over-estimated ;  in  cities 
and   villages,  as   well    as   in   fields,   men,   women,   and 
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children,  thus  apparelled,  are  as   jewels   shining  on   a 
grey   or   golden   ground.     Great   provision    is  made   in 
the  bazaars  of  St.  Petersburg  and  Moscow  to  meet  the 
ornate  tastes   of  the  people  on   cheap  terms.     Besides 
calicos  there  are  cashmeres,  not  woven  in  colours,  but 
printed.     I   seldom  could  ascertain  with   absolute  cer- 
tainty where  these  cotton  and  woollen  fabrics  had  been 
made  ;  sometimes,  no  doubt,  they  belonged  to  Russian 
territory,  but  often,  clearly,  they  came  from  beyond  the 
frontier;    in  fact,  Russians  are  supposed   to  be    under 
much    obligation    to    Manchester    for    cottons    and    to 
Birmingham  for  hardware.     In  like  manner  the  railway 
carriages,  with  railway  ambulances,  which  were  paraded 
as  of  Russian  manufacture,  had  been  imported  in  pieces 
from   England,  little  or   nothing  being  Russian  except 
the  putting  together.     I  cannot,  however,  but  regard  as 
praiseworthy  the  efforts  thus  made  in  many  directions 
to  place  the  semi-barbarous  empire  in  the  front  rank 
of  European  civilisations.     There  is,  in  short,  scarcely 
an  art  or  a  manufacture  that  the  government  has  not 
stimulated  into  rapid  growth.     In  addition  to  mosaics, 
of  which  I  shall  speak  in  detail,  there  are  factories  for 
glass  and  porcelain ;   yet  it  must  be  admitted  that  the 
works  produced   are  not  up   to  the  highest   standards 
reached  by  foreign    nations;    the   ornament    is    mostly 
poor  ;    styles  which  approach  the  oriental  it  will  easily 
be    understood    are    the    best.     Of   the  Russian  school 
of  sculpture   I  have  already  treated,  and  of  the    truly 
national  products  from  the  Government  School  of  Art 
in  Moscow  I  shall  hereafter  speak.     It  remains  to  add 
that  modern   examples  of   ecclesiastical    art   possessed 
exceptional  interest  as  illustrations  of  the  faith  and  the 
ritual  of  the  Greco-Russian  Church.     The  best,  as  also 
the  worst  of  this  art,  is  of  Byzantine  origin ;  Byzantine 
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pictures  are  always  degraded,  but  Byzantine  ornament, 
on  the  contrary,  is  usually  true  to  the  immutable 
laws  of  art  decoration.  The  loan  collection  of  ancient 
Russian  art — mostly  ecclesiastical — was  unique  in  its 
way.  But,  on  the  whole,  the  contributions  to  this  exhi- 
bition, whether  ancient  or  modern,  induced  the  conclusion, 
since  confirmed,  that  Russian  arts  are  most  circum- 
scribed ;  the  ideas  embodied  are  few  and  oft  repeated  : 
in  short,  art  in  Russia  seems  doomed  to  stagnation  rather 
than  destined  to  progression. 

The  art  collections  in  St.  Petersburg  may  give  the 
traveller  pleasant  occupation  for  several  weeks ;  indeed 
if  the  tourist  be  an  art  student  he  will  find  work  for 
months.  The  Winter  Palace,  adjoining  the  Hermitage, 
on  the  Neva,  is  like  the  palace  at  Versailles,  conspicuous 
for  rooms  or  galleries  commemorative  of  military  ex- 
ploits. Here  are  well-painted  battle-pieces  by  Willewalde 
and  Kotzebue,  also  naval  engagements  by  Aivasovsky, 
highly  coloured  as  a  matter  of  course.  Likewise  are 
hung  the  best  battle-pieces  I  have  ever  seen,  by  Peter 
Hess,  the  renowned  Bavarian  painter,  who  appears  to 
less  credit  here  in  Munich  than  in  the  Winter  Palace, 
St.  Petersburg.  Also  may  be  noted  the  portrait  of  Alex- 
ander I  by  Dawe,  the  Englishman,  who  worked  much 
in  Russia.  Here  likewise  is  the  imperial  gallery  of 
portraits  of  all  the  sovereigns  of  the  reigning  Russian 
house.  I  pass  over  these  multitudinous  works  thus 
briefly,  because,  though  the  collection  is  of  impor- 
tance in  the  history  of  the  empire,  it  has  little  value 
in  art. 

'  The  Crown  Jewels '  I  shall  not  attempt  to  describe  ; 
no  description  of  jewels  can  be  worth  much.  I  may 
venture  to  say,  however,  that  after  seeing  all  the  royal 
jewellery,  in    Europe,   I    found    these   Russian   crowns, 
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sceptres,  &c.  richer  in  diamonds  than  any  other.  Also 
pearls,  rubies,  Siberian  aqua-marines,  &c.  add  colour  and 
splendour  to  the  imperial  treasure.  The  comparison  on 
the  spot,  which  I  not  unnaturally  instituted,  was  with 
the  imperial  treasury  at  Vienna.  Next,  a  word  may 
be  given  to  the  room  in  which  the  proud,  stern,  and 
unrelenting  Nicholas  died,  where  all  is  kept  intact 
as  he  left  it.  I  have  seldom  been  more  impressed 
than  with  this  small,  simple,  and  almost  penurious  apart- 
ment, so  striking  in  contrast  with  the  splendour  of  the 
rest  of  the  palace.  Silence,  solitude,  and  solemnity 
all  the  more  attach  to  the  spot  from  the  statement  to 
which  credence  is  given  that  the  great  emperor,  on 
learning  of  the  reverses  in  the  Crimea,  here  committed 
suicide.  In  other  words,  it  is  said  that  he  directed  his 
physician  to  prepare  a  medicine  w^hich  after  having 
taken  he  died.  The  sword,  helmet,  and  grey  military 
cloak  are  where  he  laid  them.  Here  lies  a  historic 
tragedy  v/hich  remains  to  be  painted  :  one  of  the  most 
dramatic  pictorial  scenes  in  Europe,  the  death  of 
Wallenstein  in  Schiller's  drama,  painted  by  Professor 
Piloty,  and  now  in  the  new  Pinakothek,  Munich,  might 
in  the  death  of  the  great  Nicholas  find  a  parallel.  The 
emperor  lies  buried  with  all  the  sovereigns  of  Russia 
since  the  foundation  of  St.  Petersburg,  in  the  cathedral 
fortress  of  St.  Peter  and  St.  Paul.  Nothing  in  Europe 
is  grander  in  the  simplicity  and  silence  which  befit  a 
sepulchre — not  even  the  imperial  tombs  in  Vienna — 
than  this  stately  mausoleum  of  the  Tsars.  The  Em- 
peror Nicholas  lies  opposite  to  Peter  the  Great.  In 
the  Hermitage,  or  rather  in  the  Winter  Palace,  is  a 
gallery  illustrative  of  the  life  and  labours  of  Peter  the 
Great.  The  collection,  besides  turning-lathes  and  other 
instruments  with  w^hich  the  monarch  worked,  contains 
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curiosities,  knicknacks,  as  well  as  some  works  of  real 
art  value :  the  connecting  point  of  the  whole  collection 
is  in  Peter  himself.  An  analogous  collection  was  some 
years  ago  opened  in  the  Louvre  as  the  Museum  of 
Napoleon  I.  Dynasties  all  the  world  over  thus  seek 
to  perpetuate  their  memories. 

The  Academy  of  Fine  Arts  is  a  noble  institution,  im- 
posing in  its  architecture,  and  richly  endowed.  I  shall 
have  occasion  to  speak  of  its  contents  and  functions  in 
the  sequel.  The  Corps  des  Mines  must  also  be  visited, 
the  collection  of  minerals  proves  the  amazing  riches  of 
European  and  Asiatic  Russia.  I  wish  I  had  knowledge 
and  space  to  describe  this  unexampled  collection,  which 
though  not  falling  within  my  art  province  has  direct  art 
relations.  Nothing  beauteous  or  wondrous  in  nature 
lies  beyond  the  sphere  of  art  ;  the  forms  of  crystals, 
the  colours  of  precious  stones  are  specially  objects  of 
delight  to  the  artist's  eye.  The  Imperial  Public  Library 
is  one  of  the  richest  libraries  in  Europe ;  its  literary 
treasures  can  hardly  be  overrated  ;  I  regret  that  I  can- 
not enter  on  its  contents.  Private  collections,  though 
scarcely  numerous,  are  choice ;  the  celebrated  Leuch- 
tenberg  Gallery,  formerly  in  Munich,  is  the  richest. 
The  royal  residences  of  Peterhof  and  Tsarskoe  Selo 
I  also  found  to  contain  much  in  the  way  of  art,  and 
yet  scarcely  of  sufficient  importance  to  need  special 
description. 

The  Foundling  Hospital  I  can  hardly  trust  myself 
to  speak  of ;  I  have  never  witnessed  a  sadder  sight.  It 
is  said  that  about  6000  children  are  admitted  annually, 
and  that  the  daily  average  number  of  inmates  is  from 
700  to  800.  In  the  space  of  an  hour  I  saw,  I  should 
say,  fully  800,  between  the  room  where  infants  were  of 
a   few  hours  old,  to  the  sick  room   or  hospital  where 
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they  were  dying.  I  think  I  may  venture  to  say  that 
the  most  unpleasant  and  painful  scene  I  ever  witnessed 
was  in  the  apartments  where  the  feeding  from  the 
breast  is  conducted  wholesale.  Wet  nurses  happened 
to  be  unusually  scarce,  so  that  the  hired  women  served 
one  child  after  another  in  quick  succession.  There  is 
in  maternity  a  sanctity,  in  infancy  a  beauty,  to  which 
these  Foundling  Hospitals  do  outrage.  The  matron 
who  took  me  round  said  that  she  thought  England 
happy  in  having  abolished  the  system.  The  holy  art 
of  Italy  specially  sanctifies  the  relationship  of  mother 
and  child.  A  painter  in  search  of  subjects  for  his  pencil 
would  flee  from  a  spot  which  proclaims  in  hideous 
aspect  and  giant  proportion  that  illicit  intercourse  be- 
tween the  sexes  which  in  Russia  is  unusually  rife. 

St.  Petersburg  and  its  immediate  neighbourhood  are 
not  tempting  to  the  landscape  painter.  Yet  the  grand 
fiver  rolling  through  the  midst  of  the  city,  laden  with 
craft  and  lined  with  palaces,  might  evoke  a  Canaletto. 
Accordingly  there  is  a  certain  F.  J.  Alexieff  who  has 
earned  for  himself  the  title  of  the  Russian  Canaletto. 
Perhaps  of  St.  Petersburg  it  may  be  said  without  dis- 
paragement, that  she  is  far  too  fine  to  be  painted ;  as  well 
might  a  Prout  plant  his  sketching  stool  in  the  smartest 
quarters  of  Paris.  And  just  as  our  new  embankment 
has  swept  away  from  the  Thames  many  a  picturesque 
warehouse  and  shed,  so  have  imperial  quays  reduced  the 
banks  of  the  Neva  to  stately  monotony.  Yet  in  the 
environs  among  'the  Islands,'  whereon  villas,  gardens, 
and  plantations  congregate,  I  have  walked  amid  sylvan 
nooks,  picturesque  bridges,  jetties  and  boat-houses  which 
would  tell  with  pictorial  effect  in  a  sketch-book.  And 
travellers  are  accustomed  to  drive  to  a  promontory 
which   stretches    beyond   wooded    islands   towards   the 
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western    sun,    a    spot   where    I    have    seen    the  whole 
sky  on  fire.     St.  Petersburg  is  not  wanting  in  romance 
at  such  times,  although  the  accessories  to  sunsets  are 
mostly    meagre.      Neither    mountains    nor   temples   are 
present    to    compare   with   the    jagged    heights    of    the 
Apennines  as  seen  from  San  Miniato,  or  with  the  his- 
toric structures   of  Rome  as   looked  down   upon  from 
the  Pincian,  or  with  the  gardens  of  olive  and  orange,  of 
ilex,  chestnut,  and  walnut-trees,  as  seen  from  Castela- 
mare  and  Palermo.     In  warm  summer  weather  the  artist 
may  unawares    stroll    near   to  open  waters   where   the 
Russian  women  come  down  to  bathe.      In  the  rocky 
bays  at  Wiborg,  and  along  the  branches  of  the  Neva, 
mothers  and  young  daughters,  after  the  simple  manner  of 
their  eastern  ancestors,  enter  the  water  undraped.     The 
practice  has  scarcely  been  reflected  into  the  art  of  the 
country  as  freely  as  might  have  been   anticipated.      I 
cannot   recall   any  picture  worthy  of  comparison    with 
Diana  and  her  Nymphs,  by  Domenichino,  in  the  Borghese 
Palace,    Rome.      The  batiiing   scenes,  by  the    Russian 
painter    Neff,  which    are    more  often    copied  than   any 
other  works  in  the  Hermitage,  are  derived  rather  from 
Italy  than  from  the  rivers  or  lakes  of  Russia.     I  did  not 
observe  that  Muscovite  artists  had  taken  due  advantage 
of  the  liberty  allowed  to  nations  emerging  from  barbarism, 
it  is    only  among  primitive    peoples  that   painters  are 
permitted   the    privileges   which  pertained   to  the   first 
occupants  of  the  garden  of  Eden.     In  Paris  I  remember 
to  have  seen  a  truly  artistic  composition,  full  of  fire  and 
movement — horses  wild,  as  if  caught  from   the  prairie, 
ridden  by  unclothed  riders  along  a  hill-girt  shore  into 
the  open  sea.     The  replica  of  such  a  scene  is  now  before 
me   in   a    photograph   taken    from    the   life.      Russian 
peasants  cast  aside  their  scanty  garments  as  do  fellahs 
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on  the  banks  of  the  Nile,  they  leap  into  their  seats  on 
the  horses'  backs,  and  so,  as  centaurs,  they  ride  over  land 
and  through  water.  But  Russian  painters  and  sculptors 
can  scarcely  with  full  advantage  avail  themselves  of  such 
incidents,  until  they  submit  to  the  training  which  enabled 
the  old  Greeks  to  model  a  race  of  godlike  heroes,  and 
to  raise  to  the  ideal  the  common  incidents  of  daily  life. 


CHAPTER  VII. 

ST.  PETERSBURG.   THE  HERMITAGE. 

The  Imperial  Hermitage  alone  repays  a  journey  to 
St.  Petersburg  ;  for  a  whole  fortnight  I  visited  almost 
every  day  the  picture  and  sculpture  galleries  of  this 
vast  and  rich  museum,  and  in  the  end  I  left  with  the 
feeHng  that  I  had  done  but  inadequate  justice  to  these 
valuable  and  exhaustless  collections.  I  am  tolerably 
well  acquainted  with  the  great  museums  in  the  south 
and  west  of  Europe,  and  I  was  interested  to  find  that 
the  Hermitage  does  not  suffer  by  comparison  with  the 
Vatican,  the  Museum  of  Naples,  the  Galleries  of  Florence, 
the  Louvre  in  Paris,  or  the  great  Picture  Gallery  in 
Madrid.  In  some  departments,  indeed,  St.  Petersburg 
has  the  advantage  over  other  capitals  :  the  collec- 
tion of  gold  ornaments  from  Kertch  is  not  surpassed 
by  the  goldwork  in  the  Etruscan  room  of  the  Vatican  ; 
the  coins  are  not  inferior  to  the  numismatic  collec- 
tions in  Paris,  or  in  the  British  Museum  ;  the  Dutch 
pictures  are  not  to  be  equalled  save  in  Holland  or  in 
Dresden  ;  the  Spanish  school  has  no  competitor  save  in 
Madrid  and  Seville  ;  the  portraits  by  Vandyck,  and  the 
sketches  by  Rubens,  are  only  surpassed  in  England  and 
Bavaria.  It  is  thus  obvious  that  the  collective  strength 
of  these  assembled  collections,  is  very  great.  The 
picture  galleries  contain  more  that  1500  works  ;  the 
number  of  drawings  is  upwards  of  500,  the  coins  and 
medals    amount    to    200,000,    the    painted    vases    are 
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above  1700,  the  ancient  marbles  number  361,  and  the 
collection  of  gems  is  one  of  the  largest  in  existence. 
The  Hermitage  has  been  enriched  partly  to  the  pre- 
judice of  other  cities  or  palaces.  From  the  Tauris 
palace  came  classic  sculpture.  Tsarskoe  Selo  also 
furnished  contributions.  The  policy  has  been  to  make 
one  astounding  museum,  which  shall  represent  not  a 
capital  but  an  empire,  and  stand  before  the  world  as  the 
exponent  of  the  wealth,  the  resource,  and  the  refined 
taste  of  the  nation  and  its  rulers. 

Before  I  enter  into  detail  as  to  the  contents  of  the 
Hermitage  it  may  be  as  well  to  describe  the  building, 
which  by  its  art  style  and  its  palatial  magnificence 
has  brought  great  eclat  to  St.  Petersburg.  When  I  say 
that  Ritter  von  Klenze,  of  Munich  renown,  was  the 
architect,  the  reader  may  be  able  to  picture  to  himself 
the  structural  and  decorative  aspect.  Klenze  has 
written  his  name  in  sufficiently  large  and  legible  cha- 
racters on  the  face  of  modern  Europe,  in  the  Walhalla  at 
Ratisbon,  also  in  the  old  Pinakothek,  the  Glyptothek, 
the  Ruhmeshalle,  and  the  Allerheiligen  Kapelle,  severally 
at  Munich.  No  architect  in  one  century  has  revived  so 
many  dead  traditions,  or  given  such  grandiloquent 
expression  to  worn-out  commonplaces.  Klenze  had 
already  won  his  laurels  in  the  service  of  King  Ludwig  of 
Bavaria,  when  he  was  summoned,  in  the  year  1839,  by 
the  Emperor  Nicholas,  to  St.  Petersburg.  His  duties 
became  onerous  ;  he  had  to  carry  out  the  interior  ar- 
rangements of  the  Cathedral  of  St.  Isaac,  and  he 
was  entrusted  with  the  design  and  construction  of  the 
Hermitage,  a  work  often  years,  begun  in  1840,  completed' 
in  1850,  and  formally  opened  in  185 1.  Previous  struc- 
tures had  to  be  swept  away  which  dated  back  to  the  time 
of  Catharine   H,   who  here  made  for   herself  a  refuge 
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from  burdens  of  government  called  the  Hermitage.  The 
palatial  Museum,  which  takes  the  place  of  the  previous 
structure,  shows  itself  in  every  sense  span  new  ;  from 
toe  to  top,  from  basement  to  roof,  it  is  bedizened 
with  ornament  and  polichrome,  after  the  manner  which 
has  become  notorious  in  Munich.  The  style  is  bastard 
Grecian,  degenerating  in  the  portico  and  the  interior 
into  the  grotesque  and  florid  renaissance.  The  portico 
is  sustained  by  ten  caryatides,  tortured  in  form,  and  of 
more  than  usual  dimension.  These  monolith  colossi 
were  cut  in  granite  by  the  Russian  sculptor  Terebenieff, 
from  a  small  model  by  the  Munich  sculptor  Halbig. 
Niches  in  the  walls  are  occupied  by  statues  of  historic 
artists ;  the  sculptures  at  the  sides  are  by  Schwanthaler. 
The  collective  effect,  though  far  from  mean,  wants 
character  and  originality.  The  stranger  may  safely 
reserve  his  emotions  for  the  interior.  The  entrance-hall 
presents  a  truly  noble  appearance  :  the  roof  is  supported 
by  sixteen  monoliths  of  the  finest  granite  from  Finland, 
and  the  whole  interior  boasts  of  an  aggregate  of  no  fewer 
than  140  granite  monoliths.  A  stately  flight  of  marble 
steps,  second  only  to  the  monumental  Treppenhaus  in 
the  New  Museum,  Berlin,  conducts  from  the  basement  to 
the  picture  galleries.  The  visitor  when  he  reaches  the 
summit  finds  himself  on  a  plateau  adorned  with  modern 
French  and  Italian  sculpture,  and  supports  for  candelabra 
of  violet  jasper  from  Siberia.  The  traveller  feels  that 
he  is  no  longer  in  a  museum  but  in  an  imperial  palace  ; 
the  Pitti  Palace  in  Florence  is  in  comparison  small  and 
simple.  Yet  the  architectural  ideas  are  not  so  striking 
for  novelty,  as  the  decorative  materials  are  astounding 
for  boundless  expenditure.  It  is  easy  to  see  whence  the 
conceptions  have  been  borrowed; — Klenze  in  fact  not* 
unnaturally  thought  he  might  steal  from  himself  without 
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charge  of  larceny,  accordingly  the  sculpture  galleries 
on  the  basement  are  indebted  to  the  Glyptothek  in 
Munich,  while  the  picture  galleries  are  a  free  and  florid 
adaptation  from  the  Old  Pinakothek.  The  three  large 
central  galleries  severally  assigned  to  the  Spanish 
School,  to  the  Italian  School,  and  to  Rubens  and 
Vandyck,  are  crowned  by  coved  ceilings,  enriched  Vv'ith 
gold  and  polichrome,  and  lighted  from  the  top.  Blinds 
are  needed  in  the  Russian  summer  as  in  the  dog-days  in 
Burlineton  House.     The  side   rooms  which  branch  off 

o 

as  In  the  Old  Pinakothek  from  the  lofty  central  halls, 
are  of  the  nature  of  cabinets  suited  to  small  pictures ; 
here  the  windows  are  on  the  side,  screens  intrude  In 
the  centre,  the  light,  as  in  Munich,  Is  capricious  and 
poor. 

The  decorations  of  the  galleries,  cabinets,  and  corridors, 
may  astound  strangers  not  accustomed  to  the  elaborate 
ornamentation  of  galleries  and  palaces  In  Munich. 
Mural  colouring  Is  known  to  have  been  reduced  by 
Germans  to  a  system  or  science,  and  Klenze  being  a 
painter  as  well  as  an  architect,  has  heightened  by  his 
brush  the  work  of  his  chisel.  But  he  had  less  occasion 
for  the  use  of  paint,  by  reason  of  the  richness  and  the 
variety  of  the  solid  materials  at  his  command.  Who- 
ever has  visited  the  MIneraloglcal  Museum  In  St.  Peters- 
burg, the  richest  in  the  world,  with  perhaps  the  single 
exception  of  the  collection  in  the  British  Museum,  must 
have  been  astounded  with  the  amazing  mineral  wealth 
of  the  Russian  empire.  From  Finland  In  the  north, 
to  the  Ural  Mountains  southward,  and  to  Siberia  stretch- 
ing towards  the  east,  supplies  reach '  St.  Petersburg  from 
quarries  and  mines  which  yield  granites,  marbles,  mala- 
chite, lapis  lazuli,  crystals,  precious  stones,  gold,  and 
other  metals.      With  these  materials  in  lavish  profusion 
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it  is  not  surprising  that  Klenze  was  able  to  throw  into 
the  decoration  of  the  Hermitage  an  opulence  in  exces-s 
of  even  the  ornate  Bavarian  interiors.  Moreover  in 
staircases  and  other  large  surfaces  and  spaces,  he  has 
seen  no  objection  to  the  use  of  scagliola,  and  thus  an 
unbroken  aspect  of  marble  halls  is  maintained  through- 
out. Klenze,  in  the  design  and  the  decoration  of  the  Old 
Pinakothek,  and  of  the  Glyptothek,  had  learnt  the 
utilitarian  distinction  between  a  picture  and  a  sculpture 
gallery,  and  accordingly,  Avhen  he  came  to  St.  Petersburg, 
he  wisely  kept  his  basement,  which  was  to  be  resei-ved 
for  ancient  marbles,  solid  and  comparatively  sombre, 
while  the  topmost  story,  devoted  to  the  pictorial  arts, 
naturally  assumed  a  more  festive  and  aerial  aspect. 
Yet  the  architect  has  shown  his  knowledge  and  dis- 
cretion in  keeping  down  any  undue  splendour  in  his 
materials  and  appliances,  thus,  although  each  part  is 
forced  up  to  the  highest  pitch,  the  whole  is  balanced 
and  brought  into  tone,  so  as  to  enhance  rather  than  to 
militate  from  the  effect  of  the  pictures  hung  on  the 
walls.  The  background  of  silk  hangings,  against  which 
the  gold  frames  rest,  inclines  to  a  uniform  scarlet  red. 
But  any  monotony  involved  in  this  invariable  colour  of 
the  wall  linings,  is  relieved  by  the  variety  thrown  into 
doors,  ceilings,  and  floors.  The  floors,  the  only  wood  in 
the  building,  are  of  marquetry,  of  which  we  have  a 
comparatively  humble  example  in  our  Royal  Academy. 
In  some  of  the  rooms  the  patterns  both  in  arrangement 
of  form  and  of  colour,  are  highly  effective.  Marquetry 
may  almost  be  deemed  in  Russia  a  national  manufacture; 
when  treated  as  in  the  Hermitage,  in  the  flat,  and  not 
in  relief  of  light  and  shade,  the  flooring  keeps  its  place 
well  on  the  ground,  and  does  not  intrude  itself  upon  the 
pictures  on  the  walls.    Another  point  worthy  of  observa- 
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tion  is,  that  while  the  whole  interior  is  kept  in  sufficient 
harmony,  the  component  parts,  Hke  the  different  rooms 
in  the  Munich  palace  of  King  Ludwig,  occasionally  pass 
from  style  to  style  ;  thus  Pompeian  decoration  may  be 
divided  only  by  a  door  from  Italian.  A  corridor  has 
been  decorated  with  good  effect  in  emulation  of  the 
Raphaelesque  arabesques  in  the  Loggia  of  the  Vatican. 

It  remains  to  notice  that  the  galleries  are  furnished 
with  a  taste  and  magnificence  in  keeping  with  the 
structure.  The  chairs  and  couches  are  covered  like  the 
walls  with  rich  silks.  The  vases  and  tables  of  porphyry 
and  malachite,  the  candelabra  of  violet  jasper  and  of 
rhodonite,  the  tazzas  of  lapis  lazuli,  syenite  and  aventu- 
rine,  have  the  value  of  scientific  specimens  as  well  as  of 
art  products.  These  mineralogical  monuments  are  in 
fact  the  only  strictly  national  works  in  the  Hermitage, 
except  Russian  pictures.  But  I  need  not  here  dwell  on 
a  thought  which  I  fear  will  have  to  be  oft  repeated  in 
this  volume,  that  the  arts  are  in  Russia  exotics  imported 
from  afar.  The  Hermitage  happens  to  be  in  St.  Peters- 
burg only  because  there  was  money  to  rear  it.  As  I 
have  already  signified  the  structure  has  been  transported 
from  Munich,  the  contents  are  foreign,  and  the  style  is 
but  the  usual  eclecticism  from  Italy. 

Commencing  with  the  picture  galleries  it  will  be  found 
that  two  considerable  collections  form  the  nucleus  :  first 
the  Crozat  Collection  and  second  the  Walpole  Gallery. 
I  refrain  from  including  as  usual  a  third  collection,  '  the 
Choiseul,'  as  a  chief  component  part  of  the  Hermitage, 
because  I  find  it  to  be  quite  subordinate.  The  Crozat 
Gallery,  which  took  its  name  from  a  celebrated  amateur 
in  Paris,  enjoyed  a  European  reputation  before  it  reached 
St.  Petersburg.  The  400  pictures  from  this  gallery  now 
in  the  Hermitage,  had  been  gathered  together  during  the 
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last  century  from  some  fifteen  collections  in  France  and 
Italy.      The  magnificent  cabinet  of  gems,  forming  part 
of  the  Crozat  treasures,    was  first  sold  to  the  Duke  of 
Orleans,  and   then  purchased  for  the  Hermitage.     The 
Crozat  Gallery  now  yields  to  the  Hermitage  65  Italian 
pictures,   145  works  of  the  German  styles,  and   60  ex- 
amples of  the  French  school.     Of  these  the  most  famous 
are  two   pictures   by  Raphael,   a   'Holy   Family'   and 
'  St.  George ' ;  many  oil  sketches  by  Rubens  ;  a  number 
of  portraits  by  Vandyck,  including  the  sketch  for  the 
Herbert  family  picture  at  Wilton,   together  with  some 
first-rate  examples  of  Rembrandt.     Next  in  importance 
among  the  component  parts  of  the  Hermitage,  is  the 
Walpole  Collection,  formed  by  the  minister  of  George  I 
and   George  II,  and  described  by  his  son,  the  author 
of  '  The  Anecdotes  of  Painting/     This  collection  passed 
to   St.  Petersburg    In   1779,    for    the    moderate    sum   of 
;^3 5,000  :    under    the    amazing   rise   of    prices    it   were 
hazardous  to  estimate  its  present  monetary  worth.     The 
pictures  thus  acquired  from  Houghton  Hall  are  198  in 
number,  of  which  89  are  Italian,  75  German,  7  Spanish, 
22  French,  and  5   English.     Of  these  the  most  famous 
are  a  female  portrait  by  Da  Vinci,  an  entombment  by 
Parmigianino,  'The  Adoration  of  the  Shepherds,'  and 
'  The  Dispute  of  the  Fathers  on  the  Immaculate  Con- 
ception,' both  by  Guldo.     To   these   must  be  added   6 
works  by  Salvator  Rosa,  5  by  Carlo  Maratta,  4  by  Mu- 
rlllo,  13  by  Rubens,  4  by  Teniers,  and   12  by  Vandyck. 
Among  the  last  are  portraits  acquired  by  Walpole  from 
the  heirs  of  the  Marquis  of  Wharton.      It  is  a  calamity 
that  portraits,  essentially  English,  should  ever  have  left 
our  shores.      It  Is  hard  for  an  Englishman  to  see  exiled 
in  a  foreign  gallery,  Charles  I  and  Henrietta  his  wife, 
Archbishop  Laud,  Inigo  Jones,  &c. 
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The  treasures  of  the  Hermitage  were  further  augmented 
by  many  minor  purchases.  For  instance,  in  the  month 
of  April,  1772,  took  place  a  sale  of  the  cabinet  of  the 
Duke  of  Choiseul,  minister  of  Louis  XV,  whereat  an 
agent  of  Catharine  II  chose  eleven  pictures,  chiefly  of  the 
Dutch  school,  which  certainty  are  master- works  in  their 
way.  The  sum  paid  was  107,904  livres,  being  for  eleven 
pictures  a  fourth  part  of  the  product  of  the  entire  collec- 
tion of  147  works.  Such  statements  show  that  the  Her- 
mitage in  this,  as  in  other  instances,  secured  for  herself 
the  lion's  share.  The  secret  in  fact  of  the  riches  here 
amassed,  is  that  the  sovereigns  of  Russia  entered  with 
hot-  ardour  and  a  full  purse  into  the  picture  mart  of 
Europe,  at  a  time  when  the  works  of  Da  Vinci,  Raphael, 
Rembrandt,  Vandyck,  Rubens,  Ruysdael,  &c.,  could 
be  got,  to  use  a  vulgar  expression,  for  a  mere  song. 
Other  collections  were  weeded  or  taken  possession  of 
en  masse.  All  emperors  and  empresses,  from  Peter  the 
Great  down  to  Nicholas,  strained  their  resources  to  add 
riches  to  the  Hermitage.  Peter  the  Great  had  in  the 
course  of  his  foreign  travels  picked  up  pictures,  chiefly 
Dutch  or  Flemish,  which  for  the  most  part  naturally 
show  that,  whatever  vocation  he  might  have  for  ship- 
building, he  was  without  knowledge  in  art.  Catharine  H 
employed  agents  throughout  Europe,  and  in  addition 
to  the  purchases  already  mentioned,  gathered  treasures 
from  Langlier  and  Lebrun,  from  Braamcamp  of  Amster- 
dam, and  Dezaller  d'Argenville.  Catharine,  moreover, 
to  whom  has  recently  been  raised  in  gratitude  a  vast 
monumental  efligy  in  St.  Petersburg,  engaged  the 
services  of  renowned  living  artists  for  the  decoration  of 
palaces,  and  otherwise.  Among  native  Russians  may 
be  mentioned  Anton  Lossenko,  Feodor  Alexeiew, 
Feodor   Matweiew,    &c.    and    among   foreigners    stand 
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conspicuously  Raphael  Mengs,  Angelica  Kauffmann, 
and  Sir  Joshua  Reynolds.  The  number  of  pictures 
added  by  Paul  I  to  the  collection  formed  by  his  mother, 
was  not  considerable.  Then  followed  Alexander  I,  who 
among  some  not  unimportant  additions  made,  in  1814, 
the  acquisition  of  thirty-eight  pictures  from  the  Mal- 
maison  collection,  formed  by  the  Empress  Josephine. 
This  choice  gallery  added  further  wealth  to  the  Dutch 
school,  already  opulent.  The  Emperor  Nicholas,  to  whom 
Russia  is  indebted  for  the  new  Hermitage,  was  scarcely 
more  mindful  of  the  building  than  of  the  jewels  the 
casket  held.  In  the  year  1829  were  bought,  at  the 
cost  of  £7000,  thirty  pictures  from  the  gallery  of 
Queen  Hortense,  mother  of  Napoleon  III.  The  late 
Tsar  added  to  the  Hermitage  no  less  than  350  pictures, 
among  which  is  conspicuous  '  La  Madonna  d'Alba,'  by 
Raphael,  from  the  banker  Coesvelt,  of  Carlton  Terrace, 
London.  Also  the  '  Descent  from  the  Cross,'  a  magni- 
ficent work  by  Sebastian  del  Piombo  ;  a  portrait  known 
as  '  La  Colombina,'  by  Luini ;  *  The  Annunciation,'  by 
Jan  Van  Eyck,  and  '  The  Coronation  of  the  Virgin,'  by 
Quintin  Matsys,  all  from  the  collection  of  the  late  king 
of  Holland,  and  obtained  through  M.  Bruni,  the  well- 
known  painter  and  keeper  of  the  Hermitage.  The  Emperor 
Alexander  further  employed  M.  Bruni  to  buy  at  the 
Soult  sale,  also  from  the  Count  de  Morny.  Thus  specially 
was  enriched  the  already  ample  collection  of  Spanish 
masters.  The  present  Emperor  Alexander  II  made,  as 
is  well  known,  important  purchases  from  the  Campana 
collection  in  Rome,  among  which  may  be  mentioned 
frescoes  which,  though  falsely  assigned  to  Raphael,  are 
undoubtedly  of  the  school.  Also  as  late  as  1866  was 
added  to  the  Hermitage  one  of  the  most  lovely  and 
consummate  works  of  Da  Vinci,  'La  Madonna  Litta,' 
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purchased  from  the  Palazzo  Litta,  known  to  all  travellers 
in  Milan.  Such  is  a  brief  history  of  the  gallery  of  the 
Hermitage.  I  have  often  heard  an  expression  of  sur- 
prise that  a  capital  so  far  removed  from  art  centres  as 
St.  Petersburg,  and  a  nation  so  recently  emerged  from 
barbarism,  should  be  in  possession  of  so  magnificent  a 
collection.  The  causes  which  account  for  any  such 
anomaly  I  have  endeavoured  to  assign.  Successive 
monarchs  w^ho  strove  to  advance  Russia  from  the  rear 
to  the  front  of  European  civilisation  have  used  the  arts 
as  potent  agents  in  their  designs. 

The  pictures  now  in  the  Hermitage  are  a  selection  from 
4000  works  acquired,  as  already  related,  by  Catharine 
H,  and  her  successors.  The  surplus  has  been  distributed 
in  various  directions,  IMoscow  having  obtained,  as  was 
her  due,  a  considerable  share.  Of  the  pictures  reserved 
as  worthy  of  the  Hermitage,  about  331  belong  to  the 
Italian,  117  to  the  Spanish,  949  to  the  Flemish,  Dutch, 
and  German,  172  to  the  French,  8  to  the  English, 
and  ^"J  to  the  modern  Russian  schools.  A  further 
analysis  shows  that  the  Italian  pictures  come  prin- 
cipally from  the  already-named  Crozat  and  Walpole 
Collections  ;  that  the  Spanish  works  have  been  gathered 
chiefly  from  the  Crozat,  Walpole,  and  Choiseul  Collec- 
tions ;  that  the  Flemish  school  is  mostly  indebted  to 
the  Crozat,  Gotskowsky,  Choiseul  and  Walpole  Col- 
lections ;  that  the  Dutch  pictures  come  greatly  from  the 
Crozat  and  the  Bruhl  Collections ;  and  that  the  French 
masters  are  due  mainly  to  the  Crozat  and  Walpole 
galleries. 

The  Hermitage,  though  scarcely  as  yet  brought  to 
the  knowledge  of  the  English-reading  public,  has  been 
pretty  fully  described  and  illustrated  in  foreign  languages. 
In  the  year  1774  the  first  catalogue  was  published  by 
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order  of  the  Empress  Catharine :  it  contained  an  inven- 
tory of  2080  pictures.  In  1773  a  catalogue  raisonne 
was  compiled  for  the  Empress  by  Count  Ernst  of 
Munich  ;  two  volumes  were  finished  by  1783,  and  in  1786 
the  third  volume  was  ready.  This  catalogue,  which  is 
preserved  in  the  Hermitage,  was  never  printed  :  it  de- 
scribed 2658  pictures,  but  is  said  to  have  fallen,  into 
grave  historical  blunders.  Many  inferior  pictures  were 
included,  some  of  which  have  been  drafted  off  to  the 
palaces  of  Tsarskoe  Selo,  of  Peterhof,  and  of  Gatchina, 
others  were  presented  by  Catharine  to  gentlemen  of  her 
court,  and  some  were  as  late  as  the  year  1853  sold  by 
order  of  the  Emperor  Nicholas.  The  intention  always 
has  been  to  reserve  for  the  Hermitage  works  of  only 
first-class  merit.  The  Emperor  Paul  ordered  an  inventory 
to  be  made  of  all  objects  in  the  Hermitage.  This  new 
catalogue,  in  two  volumes,  included  3996  pictures.  In 
1838  appeared  a  catalogue  in  French,  1683  pictures  are 
described,  but  no  classification  into  schools  is  attempted. 
In  i860  was  published  the  first  catalogue  after  the 
removal  into  the  new  buildings.  Three  years  later  the 
present  director  of  the  gallery,  Baron  de  Kohne, 
brought  out  a  more  complete  and  critical  catalogue  than 
had  been  before  attempted.  A  second  edition  of  the 
first  part  was  called  for  in  1869,  and  of  the  second  in- 
stalment in  1870.  In  the  introduction  we  read  that  the 
descriptions  have  been  made  as  complete  as  possible, 
that  all  the  pictures  have  been  again  carefully  examined, 
the  signatures  verified,  new  signatures  found,  and  rec- 
tifications in  the  attribution  of  some  pictures  conse- 
quently made.  The  description  of  each  work  includes 
its  pedigree,  the  name  of  the  collection  whence  it  has 
come,  also  the  measurements,  likewise  the  engravings, 
if  any,  that  have  been  published.      The  catalogue  is  on 
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the  '  raisonne '  principle — the  works  of  each  master  are 
thrown  together,  and  the  Hst  is  headed  by  the  artist's 
name,  his  place  and  time  of  birth,  &c.  The  numbers 
have  the  great  advantage  of  running  continuously  from 
Number  i  onwards  :  how  great  is  the  consequent  con- 
venience to  students,  any  one  can  tell  who  has  tried  to 
work  with  the  catalogue  of  our  National  Gallery,  which 
is  rendered  all  but  unusable  in  consequence  of  the 
numbers  not  being  consecutive  either  in  the  catalogue 
or  upon  the  walls,  an  obvious  blunder  which  has 
strangely  been  allowed  to  exist  over  a  period  of  many 
years. 

Several  non-official  works  have  also  been  published. 
In  the  year  1 805  appeared  'The  Gallery  of  the  Hermitage,' 
with  historical  descriptions,  and  engravings  from  seventy- 
five  principal  pictures.  In  1845  ^^^d  1847  were  brought  out 
two  volumes  of  lithographs  from  120  pictures  executed 
by  French  artists.  More  recently  a  series  of  photographs 
has  been  taken,  accompanied  by  an  explanatory  text  in 
Russian,  French,  and  German.  A  few  critical  works 
have  also  been  devoted  to  the  Hermitage.  One  by 
Louis  Viardot  has  little  value.  A  work  of  much  more 
weight  is  Dr.  Waagen's  volume,  large  octavo,  448  pages, 
now  in  its  second  edition.  The  doctor  was  commissioned 
by  the  late  Emperor  to  examine,  verify,  and  in  some 
measure  to  arrange,  the  pictures  in  the  newly  reared 
Hermitage.  Thus  Russia  had  recourse  to  Germany 
both  for  an  architect  and  a  critic,  so  little  of  art  and  of 
erudition  can  be  found  within  her  own  borders.  Dr. 
Waagen  remained  in  St.  Petersburg  during  1861  and 
1862.  The  disquisitional  essay,  interwoven  with  the 
catalogue,  is  distinguished  by  the  doctor's  usual  traits. 
It  is  a  little  prolix  and  prosy,  but  on  the  other  hand  it 
displays  knowledge,  thoroughness,  and  impartiality. 
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I  will  now  give  a  short  account  of  the  pictures, 
beginning  with  the  Italian  school.  The  notes  I  made 
before  the  works  will  be  my  chief  guide  ;  I  shall  also 
receive  help  from  Dr.  Waagen's  volume,  likewise  from 
the  careful  and  critical  catalogue  of  the  Director  of 
the  Gallery.  The  Hermitage  has  no  examples  of  the 
early  Italian  masters  ;  Giotto,  Orcagna,  and  others,  are 
wholly  absent.  This  deficiency  is  natural  when  it  is 
remembered  that  the  collections  were  formed  at  a 
period  when  the  archaeology  or  the  early  history  of 
art  was  little  cared  for,  the  motive  then  being  to 
procure  pictures  which  were  showy  and  pleasing. 
Consequently  the  Hermitage  begins  at  a  late  date. 
Dr.  Waagen  sums  up  the  strength  and  the  weakness 
of  the  Italian  department  relatively  to  other  European 
galleries  in  the  following  proportions.  The  Italian 
school  numbers  327  pictures,  of  which  a  few  examples 
only  are  of  the  early  epoch,  from  1400  to  1500 ;  then 
comes  a  moderate  collection  of  good  works  of  the 
finest  period,  between  1500  and  1580 ;  lastly,  of  the 
time  of  the  decadence,  from  1580  to  1640,  there  is  a 
large  number  of  very  important  pictures.  The  Her- 
mitage in  the  early  epoch  is  inferior  to  the  galleries 
of  Berlin,  Florence,  Paris,  London,  Munich,  and  Vienna, 
but  stands  on  a  level  with  Dresden  and  Madrid.  In 
the  time  of  highest  perfection  St.  Petersburg  yields  to 
Paris,  Dresden,  Florence,  and  Madrid,  but  claims 
equality  with  Munich,  Vienna,  Berlin,  and  London. 
In  examples  of  the  decadence  the  Hermitage  surpasses 
the  Louvre  as  well  as  the  galleries  of  Berlin,  Munich, 
Vienna,  and  Dresden. 

I  find  my  notes  on  the  pictures  in  the  Hermitage 
much  in  excess  of  the  space  at  my  command.  More- 
over, I  fear  the  general  public  could  take  little  or  no 
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interest  in  detailed  criticisms  which,  at  the  distance 
of  many  hundred  miles,  they  are  not  able  to  verify, 
or  scarcely  to  appreciate.  The  utmost,  then,  which 
I  shall  venture  to  attempt,  is  to  give  a  general  sketch 
of  schools,  masters,  and  works,  as  they  appear  within 
the  Hermitage.  The  classification  which  I  shall  adopt 
will  occasionally  differ  from  that  in  the  official  cata- 
logue;  for  instance,  I  shall  transfer  Da  Vinci  from 
Florence  to  Milan,  and  Sebastian  del  Piombo  from 
Tuscany  to  Venezia  and  Rome. 

Let  us  begin  with  the  school  of  Milan  at  the  time 
when  Da  Vinci  was  its  leader.  'La  Madonna  Litta' 
(130),  which  is  one  of  the  earliest  pictures  painted  by 
Leonardo  in  Milan,  is  certainly  in  the  artist's  finest, 
simplest,  and  most  careful  style.  The  type  is  lovely, 
and  the  details  have  the  utmost  delicacy.  '  The  Holy 
Family'  (14)  is  also  a  marked  work  of  this  rare 
painter  ;  indeed,  among  the  many  pictures  assigned  to 
Leonardo  there  are  few  in  Europe  more  important. 
The  heads,  hands,  and  draperies,  are  studied  and 
matured  throughout,  and  of  special  dignity  and  tender- 
ness is  the  Madonna's  head  ;  the  shadow  cast  by  the 
drooping  eyelids  throws  a  pensive  sadness  on  the 
countenance.  To  the  same  period  as  this  Holy  Family 
Dr.  Waagen  assigns  a  portrait  (15)  of  a  lady  slightly 
draped,  a  chalk  study  of  which  is  in  the  collection  of 
the  Due  d'Aumale.  The  deep  impression  which  these 
earnest  conceptions  of  one  of  the  profoundest  minds 
of  the  middle  ages  cannot  fail  to  make,  receives  con- 
firmation in  several  choice  works  of  the  pupil  Luini. 
'The  Portrait  of  a  Young  Woman'  (74)  was  indeed 
formerly  assigned  to  the  master,  Leonardo,  and  is 
worthy  of  him.  The  head,  which  is  from  a  well-known 
model,  has  passed  under  the  several  names  of  Colom- 
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bine,  of  Flora,  and  of  Vanity.     This  lovely  gem  was 
in   the  successive  possession  of  Marie  de   Medicis,  the 
Duke    of    Orleans,    and    the    King    of    Holland  ;     the 
Emperor  Nicholas  secured  it  for  the  Hermitage  at  the 
cost  of  40,000  florins  :   an  ancient  copy,  a  little  varied, 
is  in  the  possession  of  Sir  Thomas  Baring.     No   head 
can  be  more  exquisite  in  delicate  pencilling,  in  careful 
detail,  and    in    refined    sentiment.     I   often  think    how 
great  would  be  the  privilege  to  make  the  acquaintance 
of  the  ladies  who  appear  in  Luini's  pictures.     One    of 
the  artist's  most  lovely  types  is  '  St.  Catharine'  (72) :  the 
picture  has  suffered,  like  many  others  in  the  collection, 
by  the  too  lavish   use  of  varnish.    Also  equally  lovely 
is  'The  Virgin  with  the  Infant  Christ'  (71).    This  picture 
has  been  in  the   ateliers  of  the   Hermitage   transferred 
from   panel   to  canvas,    always  a  hazardous   operation. 
*St.  Sebastian,'  nude   (73),  is  supposed  to  be  an  actual 
portrait   of  Maximilian   Sforza,    Duke   of    Milan.     The 
modelling    is   careful,   but   weak,  after   the    manner    of 
the  master  ;  such  works  are  exceptional,  save  at  Lugano 
and  the  church  of  San  Maurizio,  Milan,  where  severally 
may   be    seen    the    figure    of    St.   Sebastian    in    fresco. 
Leonardo   and    Luini    are  the   only    masters   of   Milan 
worthily  represented  in  the  Hermitage. 

One  object  I.  had  in  visiting  St.  Petersburg  was  to 
see  the  pictures  of  Raphael  in  the  Hermitage.  Perhaps 
I  was  a  little  disappointed  with  the  work  which  had 
most  raised  my  expectations,  '  La  Vierge  de  la  Maison 
d'Albe'  (38).  I  had  known  the  first  sketch  for  this 
faultless  composition  in  the  Albertina  Collection  in 
Vienna;  also  I  had  seen  a  study  for  the  Madonna  in 
the  Wicar  Museum,  Lille.  There  are  likewise  said  to 
be  cartoons  for  the  picture  in  the  Lateran,  and  at 
Liege.     The  work  is  also  known  by  old  copies  in  the 
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Dudley  Collection  and  elsewhere.  The  chief  cause  of 
my  disappointment  was  the  somewhat  damaged  con- 
dition of  the  picture ;  the  surface  is  understood  to 
have  been  considerably  repainted,  an  almost  inevitable 
penalty  when,  as  here,  a  picture  has  been  transferred 
from  panel  to  canvas  :  nevertheless  the  student  at  once 
feels  himself  to  be  in  the  presence  of  a  signal  master- 
work.  The  Madonna  belongs  to  the  middle  or  transi- 
tion period,  when  Raphael  had  quitted  Florence  for 
Rome  in  the  year  1508,  it  therefore  still  retains  the 
spirituality,  gentleness,  and  tenderness  which  are  chiefly 
prized  in  the  master's  first  manner ;  and  yet  it  gains  the 
firmness  and  force  of  full  m.aturity.  The  modelling  of 
the  Infant  Christ  has  never  been  surpassed  for  roundness 
and  softness,  and  the  articulations  are  well  pronounced. 
The  group  is  arranged  with  a  symmetry  and  compact- 
ness suited  to  the  circular  form  of  the  canvas :  the 
Madonna  seated  in  the  centre,  the  children  playing 
around,  with  a  truly  Raphaelesque  landscape  beyond, 
make  a  composition  as  musical  in  its  lines  as  it  is 
placid  and  blissful  in  its  sentiment.  The  pedigree  of  the 
picture  is  somewhat  singular.  The  Duchesse  d'Albe, 
celebrated  for  her  beauty  and  intrigues,  gave  this 
masterpiece,  which  graced  the  hereditary  gallery,  as 
a  fee  to  the  family  physician  who  had  cured  her  in  a 
dangerous  illness.  This  doctor,  afterwards  accused 
of  poisoning  the  duchess,  but  acquitted  on  the  trial, 
sold  the  picture  to  the  Danish  Count  Bourke,  who 
resold  It  to  M.  Coesvelt,  from  whom  it  was  purchased 
for  the  Hermitage  in  1836,  for  the  sum  of  ^14,000. 

'  The  Holy  Family,'  with  St.  Joseph  old  and  beardless 
(37),  supposed  to  be  two  years  earlier  than  the  last- 
named  work,  is  also  disappointing  by  reason  of  the  cruel 
treatment  it  has  suffered  ;  indeed,  at  first  sight,  I  gave 
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but  slight  credence  to  the  picture.  Here  again  the 
barbarous  process  has  been  resorted  to  of  taking  the 
surface  of  the  picture  from  panel  and  then  affixing 
it  to  canvas  —  a  measure  like  to  the  most  perilous 
operations  in  surgery,  only  to  be  justified  as  a  last 
resource  when  life  cannot  otherwise  be  saved.  The 
authorities  in  the  Hermitage,  as  at  a  former  period 
the  experts  in  the  Louvre,  seem  to  have  had  a  fatal 
facility  in  such  murderous  manipulation  ;  of  four 
Raphaels  three  have  been  thus  flayed  alive.  But  this 
'  Holy  Family'  had  even  previously  undergone  severe 
trial,  for  we  read  in  the  work  on  the  Crozat  Gallery 
how  it  was  bought  from  the  collection  of  the  Duke  of 
Angouleme  at  a  very  moderate  price,  because  no  one 
could  any  longer  recognise  the  hand  of  Raphael,  some 
stupid  restorer  having  repainted  nearly  the  whole 
picture.  Subsequently  a  more  skilful  artist  succeeded 
in  removing  the  new  paint ;  in  more  recent  days  the 
picture  was  again,  as  we  have  seen,  subjected  to  severe 
trial.  All  this  I  narrate  as  an  illustration  of  the  common 
fate  of  pictures  in  the  Hermitage  and  other  galleries 
where  the  custom  is  so  to  repaint  and  polish,  that 
wrecks  are  restored  to  juvenescence.  Sometimes  indeed 
scarcely  a  square  inch  of  the  surface  which  the  painter 
had  looked  upon  in  his  lifetime  is  left  intact.  The 
vicissitudes  of  the  most  famous  pictures  in  Europe 
have  been  wellnigh  as  tragic  as  the  fate  of  families  and 
of  empires.  A  pretty  romance  might  be  penned  on  the 
theme  here  suggested. 

The  little  '  St  George'  (39),  by  Raphael,  is  one  among 
the  many  instances  of  the  interesting  relationship 
subsisting  between  our  English  collections  and  the 
Hermitage.  This  picture  of  the  patron  saint  of  England 
galloping  on  a  white  horse,  his  lance  piercing  the  dragon, 
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was  commissioned  by  the  Duke  Guido  Ubaldo  of  Urbino 
as  a  present  to  Henry  VII  of  England.  The  Duke 
having  been  made  a  ChevaHer  of  the  Order  of  St.  George, 
sent  as  an  acknowledgment  the  picture  to  the  king. 
On  the  left  leg  of  St.  George  is  the  Order  of  the 
Garter  with  the  word  '  Honi,'  as  the  commencement 
of  the  w^ell-known  motto.  That  the  work  was  sub- 
sequently in  the  collection  of  Charles  I  is  proved  by 
the  mark  it  bears.  When  that  collection  was  sold  by 
Cromwell  this  now  priceless  gem  fetched  only  ^^"150 
sterling.  The  picture  reached  St.  Petersburg  on  the 
acquisition  of  the  Crozat  Gallery.  The  subject  was 
repeated  by  Raphael  with  variations,  and  copies,  as 
well  as  one  or  more  sketches  for  the  composition,  are 
in  existence  ;  a  beautiful  pen-drawing  is  in  the  Florence 
collection.  The  picture  was  painted  at  Urbino  about 
the  year  1506,  Raphael  being  then  twenty-three  years 
of  age  ;  his  father  and  mother  were  dead  ;  he  had 
entered  the  school  of  Perugino,  had  made  his  first  visit 
to  Florence,  and  then  returned  for  a  brief  space  to  his 
native  city  in  the  Umbrian  hills,  apparently  because 
his  good  parents  had  '  left  his  affairs  in  much  confusion.' 
These  few  biographical  details  give  a  clue  to  the  care- 
fully wrought  '  St.  George.'  The  work  belongs  to  what, 
with  some  appearance  of  paradox,  may  be  termed  the 
pre-Raphaelite  period  of  Raphael  ;  in  other  words  it 
is  almost  identical  with  the  works  of  his  master. 
Indeed,  Vasari  expressly  states  that  at  this  time 
Raphael  imitated  with  such  exactitude  the  manner  of 
Perugino  that  the  difference  between  the  work  of  the 
master  and  of  his  pupil  could  not  be  discerned  with 
any  certainty.  The  '  St.  George '  must  have  been 
painted  at  Urbino  just  about  the  same  time  as  'The 
Agony  in  the  Garden,'  in  the  collection  of  Mr.  Fuller 
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INIaitland,  exhibited  this  year  among  the  Old  Masters 
in  Burhngton  House.  Both  pictures  are  ahke  important, 
because  they  represent  Raphael  before  his  great  change  ; 
in  fact  they  stand  at  the  antipodes  to  the  latest  of  all 
representative  works,  '  The  Transfiguration.'  Thus  this 
'  St.  George'  in  the  Hermitage  retains  the  simplicity,  the 
earnestness,  and  the  devotion  which  characterise  the 
spiritual  school  of  Umbria.  The  Hermitage  has  an 
advantage  over  most  of  the  great  galleries  of  Europe 
in  the  possession  of  this  exceptional  work. 

Raphael  is  further  represented  by  contemporary  copies 
and  some  doubtful  originals.  Among  the  latter  I 
incline  to  place  *  A  Portrait  of  an  Old  i\Ian '  in  a  black 
dress  with  a  black  barretto  and  a  white  collar  (40). 
The  work  has  been  approved  by  those  wholesale  white- 
washers  of  pictorial  reputations,  M.  Passavant  and  Dr. 
Waagen  ;  but  the  execution  is  certainly  blundering  and 
slovenly,  the  handling  is  not  expressive  of  form.  Yet  it 
is  possible  that  these  too  obvious  defects  may  be  but 
the  dire  results  of  that  transfer  from  panel  to  canvas 
against  which  I  have  ventured  to  inveigh.  Certain 
frescoes  attributed  to  Raphael  must  be  held  still  more 
dubious,  though  they  are  of  value  as  characteristic  works 
of  scholars,  Giulio  Romano  and  others,  who  preserved 
as  well  as  they  could  the  sacred  traditions  of  the  master. 
These  nine  compositions,  arranged  tastefully  in  one  room, 
treat  chiefly  of  Venus,  Cupid,  and  Adonis.  They  remained 
in  the  well-known  Villa  jMills  on  the  Palatine  Hill 
until  the  year  1856,  when  they  were  detached  from  the 
walls  by  the  expert  Succi  for  the  Marquis  Campana, 
who  bought  them  of  the  nuns  to  whom  the  villa  had 
passed  The  Hermitage  acquired  these  frescoes  as  part 
of  the  Campana  collection.  They  have  been  engraved 
by  Marc  Antonio  and  others  ;  thus  they  descend  to  our 
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times  somewhat  well  accredited.  'The  Rape  of  Helen' 
is  a  famous  design  for  which  there  are  sketches  in 
Oxford  and  at  Chatsworth,  and  Majolica  plates  in 
various  collections  are  painted  from  the  same  composi- 
tion. This  fresco,  doubtless  the  work  of  a  pupil,  came 
from  the  so-called  Raphael's  Villa,  near  the  Porta 
Pinciana,  which  was  destroyed  in  1848  during  the  siege 
of  Rome.  My  notes  assert  stoutly  that  not  one  of 
these  frescoes  could  possibly  have  been  executed  by  the 
hand  of  Raphael.  I  mark  as  the  best  'Venus  and 
Cupid'  (50),  w^hich  obtains,  I  find,  exceptional  favour 
from  Dr.  Waagen,  as  the  possible  work  of  Penni,  the 
pupil  and  friend  of  Raphael.  But  whoever  may  be 
responsible  for  these  pictures,  I  cannot  doubt  that  the 
Russian  government  acted  most  wisely  in  securing  for 
their  northern  capital  these  fairly  good  specimens  of  an 
art  which  essentially  pertains  to  the  southern  nations 
of  Europe.  It  is  well  known  that  Russian  authorities 
pronounced  against  fresco  as  unsuited  to  the  climate  of 
St.  Petersburg.  These  works  serve  in  the  Hermitage 
as  a  witness  to  a  truth  for  which  I  have  always  con- 
tended, that  in  the  express  age  and  within  the  geographic 
area  of  fresco,  no  process  was  more  ready  or  rapid, 
more  easily  practised  by  master  and  by  pupil,  or  more 
widely  diffused,  whether  in  the  rich  and  intellectual  city, 
or  in  the  poor  and  untutored  hamlet.  The  Hermitage 
is  to  be  envied  for  these  possessions. 

The  Hermitage,  like  other  galleries,  has  surrendered 
some  great  names  under  prevailing  historic  doubts,  and 
in  accordance  with  the  growing  tendency  to  question 
hearsay  and  to  revert  to  documentary  evidence.  Dr. 
Waagen,  it  is  understood,  lent  his  assistance  in  the  re- 
christening  of  pictures  wrongly  named.  Two  works  have 
been   transferred   from  Da  Vinci   to  Luini,   and   more 
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marvellous  to  relate,  a  '  Judith '  (112),  which  for  long  had 
been  attributed  to  Raphael,  is  now  set  down  to  Moretto 
of  Brescia.  The  same  figure  when  in  the  Crozat  Gallery 
was  assigned  to  Giorgione  ;  such  transfer  of  paternity  is 
analogous  to  the  changed  fate  of  the  so-called  'Fornarina' 
in  the  Florence  Tribune,  a  lady  who,  having  been  for 
long  ascribed  to  the  pencil  of  Raphael,  is  now  usually 
assigned  to  a  Venetian  master.  I  know  of  few  figures  of 
greater  grace,  beauty,  or  gentleness,  than  this  'Judith': 
Moretto  is  rare  save  in  Brescia  his  native  city.  In  the 
Dresden  Gallery  a  lovely  holy  family  in  the  clouds,  and 
a  like  composition  in  the  National  Gallery,  bear  the 
name  of  this  truly  great  though  circumscribed  artist. 
Moretto  is  known  to  have  been  an  ardent  admirer  and 
an  earnest  imitator  of  Raphael,  hence  it  is  less  remark- 
able that  the  Judith  should  have  borne  Raphael's  name, 
nothing  in  fact  being  more  common  in  the  history  of  art 
than  the  transfer  of  a  work  by  a  disciple  to  the  chief 
master  of  the  school.  Only  in  the  more  critical  days  on 
which  we  have  now  entered  has  it  become  possible  to 
draw  with  an  approach  to  accuracy  the  boundary  lines 
which  separate  a  master  from  his  scholars,  and  one 
scholar  from  another  scholar. 

From  Brescia  it  is  easy  to  pass  to  Venice,  indeed 
between  the  two  cities  there  grew  up  art  sympathies, 
and  Moretto,  whom  I  have  just  mentioned,  in  early  days 
fell  under  the  influence  of  Titian.  The  Hermitage,  from 
some  cause  not  very  apparent,  is  weak  in  the  Venetian 
school.  One  reason  is  that  out  of  thirteen  pictures 
assigned  to  Titian,  six  are  doubtful,  at  least  to  my  eye. 
'  The  Magdalen,'  too  (98),  from  the  Barbarigo  Collection, 
is  inferior  to  the  famous  figure  in  the  Pitti,  also  'The 
Head  of  Lavinia'  (104),  the  painter's  lovely  daughter,  is 
not  to  be  compared  with  other  well-known  versions  o; 
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the  same  lady.  But  for  these  deficiencies  some  amends 
are  made  by  three  works  which  would  not  dishonour 
Titian  in  Venice,  Madrid,  Dresden,  or  London.  Com- 
mencing with  the  earliest,  'The  Madonna  and  Child  '  (93) 
probably  belongs  to  the  period  when  Titian  was  still 
under  the  influence  of  his  master  Giovanni  Bellini,  or 
the  work  may  possibly  pertain  to  the  somewhat  later 
time,  when  Titian  had  adopted,  as  in  an  exquisite 
example  in  the  Belvedere,  the  style  of  Palma  Vecchio. 
Such  early  and  exceptional  products  have  a  value 
analogous  to  the  works  of  Raphael  before  his  advanced 
manner.  '  The  Toilette  of  Venus'  (99),  another  never-to- 
be-forgotten  Titian,  though  darkened,  retains  glory  of 
colour  :  the  flesh  painting  is  superb  ;  the  head  and  the 
torso  are  evidently  taken  from  some  magnificent  creature 
of  the  Venetian  type.  This  celebrated  composition  is 
known  by  many  repetitions  ;  the  original  sketch  is  in 
Dresden.  Another  oft-repeated  subject  is  '  Danae'  (100). 
Here  the  quality  of  the  flesh  painting  is  not  equal  to  the 
matchless  Venus  in  the  Florentine  Tribune ;  and  yet  the 
figure  relieves  warmly  and  roundly  from  the  cool  drapery, 
colour  becomes  triumphant  in  the  sky,  the  robes,  and 
accessories.  Of  three  examples  of  Palma  Vecchio,  '  The 
Holy  Family'  (92)  is  the  best :  the  female  heads  and  the 
two  infants  are  distinguished  by  the  specific  beauty 
peculiar  to  this  beauty-loving  artist.  Of  sixteen  works 
ascribed  to  Paul  Veronese,  two  only  are  worth  remember- 
ing; one  a  small  sketch,  'The  Adoration  of  the  Magi'  (139), 
the  other,  'A  Descent  from  the  Cross'  (145),  which 
reminds  me  of  the  signal  composition  by  Mantegna  in 
Berlin.  Accordingly  the  expression  has  unusual  depth 
and  solemnity ;  the  grey  shadow  thrown  on  the  dead 
body  is  grand.  Not  very  remarkable  are  the  examples 
of    Bonifacio,    Bordone,    Lotto,    and    Pordenone.      By 
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Bernadino  da  Pordinone,  however,  is  an  '  Adoration  of 
the  Magi'  (119),  a  work  from  the  Crozat  Gallery,  excep- 
tional for  the  number  of  figures.  I  must  mention  too, 
'Jupiter  and  lo'  (121),  also  from  the  Crozat  Gallery, 
as  the  best  picture  by  Schiavone  I  can  recall ;  the 
fine  landscape  background  is  attributed  by  Dr.  Waagen 
to  Domenico  Campagnola  ;  the  nude  figures  unite  the 
manner  of  Correggio  and  of  Titian. 

But  the  masters  of  Venice  who  merit  in  the  Hermitage 
most  attention  are  Tintoret  and  Piombo.  By  the  former 
is  'The  Resurrection  of  the  Saints  '  (133),  a  mere  sketch 
for  the  tremendous  composition  known  in  Venice  as 
'II  Paradiso,'  yet  displaying  vast  facility,  extempore 
power,  command  of  colour  and  readiness  in  expressing 
intention.  Genius  here  asserts  itself  incontestably. 
'  The  Nativity  of  John  the  Baptist '  (i  32),  from  the  Crozat 
Gallery,  is  hung  high,  and  seems  to  have  suffered,  but 
the  composition  is  in  Tintoret's  most  romantic  and 
brilliant  style  ;  the  conception  of  beauty  is  high  and 
truly  Venetian,  the  colour  of  the  flesh  and  of  the 
drapery  can  only  be  reached  by  the  school  which 
reflected  the  radiant  gold  and  blue  of  the  Lagoons. 
Again,  for  care  and  delicacy  in  the  nude,  for  beauty  in 
form,  and  harmony  in  the  play  of  line,  nothing,  even  in 
the  Ducal  Palace,  Venice,  can  surpass  '  The  Deliverance 
of  Andromeda'  (135).  In  the  presence  of  such  glorious 
achievements  I  could  scarcely  charge  with  extravagance 
the  eulogy  passed  by  Mr.  Ruskin  on  Tintoret.  But 
perhaps  the  work  which  of  all  others  in  the  Hermitage 
took  me  most  by  surprise  is  '  The  Descent  from  the 
Cross'  (18),  by  Sebastiano  del  Piombo.  The  picture, 
which  is  in  good  condition,  was  acquired  at  the  sale 
of  the  gallery  of  the  King  of  Holland  for  29,600  florins. 
I  will  simply  transcribe  my  'notes :   this,  next  to  '  The 
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Raising  of  Lazarus'  in  our  National  Gallery,  is  the  most 
important  composition  I  know  by  Piombo.  The  forms 
are  of  the  grand  school  of  Michael  Angelo,  while  the 
colour  is  Venetian,  though  more  than  usually  solemn 
in  tone.  Thus  the  work  fulfils  the  aspiration  and  ac- 
complishes the  purpose  of  the  painter,  who,  born  in 
Venice  and  dying  in  Rome,  strove  like  his  contemporary 
Tintoret  to  reconcile  the  colouring  of  Titian  with  the 
mighty  forms  of  Michael  Angelo.  The  landscape  back- 
ground which  rises  more  than  three-fourths  up  the 
canvas  is  truly  Titianesque  :  as  for  the  'action  it  reaches 
tragic  grandeur.  Such  a  work  is  almost  more  than  a 
picture,  it  moves  the  soul  as  music  of  the  passions,  it 
carries  imagination  to  the  before  and  after,  and  thus 
like  an  inspired  narrative  shadows  forth  the  infinite. 
Pictures  of  this  solemn  character  fulfil  all  the  conditions 
of  religious  art. 

The  Florentine  school  is  poorly  represented.  Fra 
Bartolommeo  and  Albertinelli  make  an  insignificant 
appearance :  Andrea  del  Sarto  is  seen  by  nothing  better 
than  an  injured  replica  (24),  with  variations,  of  '  The  Holy 
Family'  in  the  National  Gallery.  But  while  thus  re- 
cording my  hostile  verdict,  I  am  bound  in  fairness  to 
state  that  Dr.  Waagen  pronounces  the  picture  in  the 
Hermitage  the  original,  and  designates  the  work  in  the 
National  Gallery  as  only  a  good  school  copy.  The 
three  pictures  assigned  to  Ridolfo  Ghirlandaio  are  doubt- 
ful. The  best  example  of  Florentine  art  at  the  end  of 
the  fifteenth  or  the  beginning  of  the  sixteenth  century, 

I  is  a  'Nativity'  (22),  which  formerly  went  under  the  name 
of  Perugino,  and  now  in  the  catalogue  is  set  down  to 
that  rare  painter  Francesco  Granacci,  notwithstanding 
that  M.  Cavalcaselle  has  attributed  the  work  to  Ridolfo 
Ghirlandaio.     This  is  biit  one  of  the  many  examples  of 
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the  caprite  rather  than  the  knowledge  under  which 
pictures  have  been  named  in  the  Hermitage  and  other 
European  galleries.  But  the  work  itself  is  in  spirit  and 
in  technical  merit  worthy  of  the  best  period  in  Christian 
art.  By  Cardi  da  Cigoli,  who  lived  into  the  seventeenth 
century,  there  are  some  fairly  good  examples  ;  also 
Bronzino  has  some  capital  portraits ;  to  Carlo  Dolci  and 
to  Sassoferrato  are  ascribed  five  pictures  apiece :  of  this 
total  of  ten,  two  are  fairly  good. 

The  Hermitage  has  three  pictures  by  Correggio  :  '  La 
Madonne  del  Latte'  (81),  nowhere  surpassed,  bears  re- 
semblance to  'La  Vierge  au  Panier'  in  the  National 
Gallery.  The  figures  are  liquid  as  gems,  ripe  as  rich 
fruit  ;  indeed,  to  borrow  a  saying  sometimes  appHed  to 
Murillo,  the  colours  might  almost  have  been  mixed  with 
milk  and  honey.  *  The  Assumption  of  the  Virgin  '  (82) 
appears  as  a  hasty,  careless,  and  by  no  means  student- 
like sketch  for  the  fresco  in  Parma  known  as  '  The  Hash 
of  Frogs.'  '  Apollo  and  Marsyas,'  in  four  scenes  (82^), 
adds  another  to  the  many  works  in  the  Hermitage 
which  have  been  transferred  from  panel  to  canvas. 
One  more  picture  so  served  out  is  a  sm.all  but  choice 
specimen  of  Parmigianino,  'The  Entombment'  (^6).  The 
painter,  in  tribute  to  the  merit  of  this  work,  was 
created  a  Chevalier  by  the  Duke  of  Parma.  The 
composition,  for  which  sketches  exist,  has  been  several 
times  engraved. 

The  Bolognese  school  of  the  Carracci  and  their 
followers  is  strong  in  more  than  fifty  examples,  some  of 
which  have  seldom  been  surpassed  by  these  eclectic 
masters.  Ludovico  Carracci,  the  father  of  the  move- 
ment and  the  idol  of  Sir  Joshua  Reynolds,  is  present 
in  a  grand  though  showy  effort,  '  Christ  bearing  the 
Cross'  (165).     Next  comes  the  pupil  Annibale,  numer- 
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ously  but  not  well  represented  ;  a  small  '  Holy  Family ' 
(170)  is  highly  finished,  'The  Descent  from  the  Cross' 
(172)  is  not  quite  the  best  of  its  kind.  II  Domenichino 
is  specially  conventional,  meretricious,  showy  and 
audacious  in  'The  Madonna  carried  to  Heaven'  (179). 
Guido  is  largely  and  well  represented.  The  most 
famous  of  twelve  samples  of  the  master  is  '  The  Dis- 
pute of  the  Fathers  of  the  Church  over  the  Imma- 
culate Conception'  (187).  The  work,  while  in  the 
Walpole  Collection,  furnished  our  English  engraver, 
William  Sharp,  with  the  subject  for  his  well-known 
masterpiece.  The  picture  on  its  way  to  England  en- 
countered a  not  unusual  difficulty,  it  was  stopped  at 
Civita  Vecchia,  and  all  the  influence  of  its  purchaser. 
Lord  Walpole,  was  needed  to  induce  the  Pope  to  take 
off  the  embargo.  The  original  struck  me  as  scarcely 
justifying  its  great  reputation  ;  but  Guido  seldom  satis- 
fies critics  or  the  public  in  these  days  of  reaction  from 
late  to  early  masters.  '  The  Adoration  of  the  Shep- 
herds'  (182),  'The  Adoration  of  St.  Francis'  (185),  'The 
Seamstresses,'  known  also  as  '  The  Youth  of  the  Virgin ' 
(191),  and  'The  Rape  of  Europa '  (189),  are  all  more  or 
less  fine  examples  of  a  master  who,  notwithstanding  his 
conventionality,  commends  himself  by  ideal  form  and 
a  silvery  moonlight  sentiment.  Neither  in  this  enumera- 
tion can  I  omit  to  name  Albani,  who  takes  us  far  into 
the  seventeenth  century.  '  The  Baptism  of  Christ '  (203) 
is  the  nearest  approach  to  the  standard  of  high  art 
permitted  to  this  prettily  frivolous  painter.  Among  the 
masters  too,  who  can  be  best  judged  in  the  Hermitage, 
is  the  coarse  and  meretricious  but  always  powerful 
Guercino.  'God  the  Father'  (237)  is  one  of  those  im- 
pertinent and  audacious  attempts  for  which  this  master 
made  himself  notorious.  This  little  short  of  blasphemous 
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picture  reminds  me  of  a  head,  '  II  Padre  Eterno,'  by  the 
same  artist  in  Bologna,  which  it  is  said  was  painted  over 
night  and  hung  up  finished  in  early  morning.  It  is  no 
wonder  that  by  the  middle  of  the  seventeenth  century 
sacred  art  became  secularised.  '  The  Assumption  of  the 
A^irgin  '  (239)  has  by  some  been  pronounced  the  master- 
work  of  Guercino.  Also  for  showy  effect  and  imposing 
impetuosity  hold  conspicuous  positions  'St.  Jerome'  (241) 
and  'The  Martyrdom  of  St.  Catharine'  (240). 

As  we  approach  and  enter  the  period  of  decadence, 
masterworks  further  multiply  within  the  Hermitage. 
In  fact  St.  Petersburg,  having  no  inheritance  from  the 
remote  past,  as  Florence,  Sienna  and  Rome,  or  as  Cologne, 
Ghent,  Bruges,  and  Nuremberg,  reflects  merely  the  pre- 
vailing fashions  at  the  time  when  it  pleased  Catherine  II 
and  the  Emperors  who  followed  to  annex  the  arts  as 
decorative  appurtenances  to  a  vast  empire  and  a  utilita- 
rian civilisation.  The  tastes  of  the  times,  as  well  as  the 
ambition  and  the  ostentation  of  governors,  almost  of 
necessity  tended  to  periods  when  art  became  florid, 
corrupt,  or  grossly  naturalistic.  Hence  in  these  hand- 
some and  spacious  galleries  Pietro  da  Cortona,  Carlo 
Maratta,  Luca  Giordano,  and  others  of  the  sort,  take 
their  full  fling.  By  Pietro  da  Cortona,  the  painter  of  the 
never-to-be-forgotten  '  Saul  struck  Blind '  in  the  church 
of  the  Capuchins,  Rome,  are  seven  works  which,  though 
good  in  their  way,  do  not  materially  improve  the  artist's 
position.  The  best,  '  The  Martyrdom  of  St.  Stephen  ' 
(281),  is  scarcely  above  second  rank.  No  fewer  than 
twelve  pictures  attest  the  eclectic  commonplace  of  that 
effete  Christian  artist  Carlo  Maratta ;  not  a  single  one 
of  these  compositions  is  anti-Christian,  which  is  saying 
much  for  a  painter  who  worked  under  the  resuscitated 
paganism  which  had  set  in  a  century  and  a  half 
ago.     The  pictures  I  have  noted  as  the  best  are  'The 
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Holy  Family '  (299),  tender  and  refined,  '  The  Virgin  with 
the  Infants  Jesus  and  St.  John '  (302),  a  picture  which 
agreeably  recalls  the  manner  of  Guido,  and  '  The  Repose 
in  Egypt '  (305),  which  is  pretty  and  little  more.  But 
by  far  the  best  product  of  this  painter's  studio  is  the 
portrait  of  Pope  Clement  IX^  Giulio  Rospigliosi  (307). 
Evidently  the  artist  was  greatly  indebted  to  Raphael  and 
Titian,  hence  naturally  for  once  he  surpassed  himself. 
Again,  Luca  Giordano,  a  painter  who  brought  upon 
himself  contempt  by  hasty  and  reckless  methods  which 
won  him  the  title  of  '  Fa  presto,'  proves  himself  the 
Rubens  of  Italy  in  '  The  Judgment  of  Paris  '  (294)  ;  the 
forms  are  better,  the  colours  worse  than  Rubens.  Dr. 
Waagen  cites  a  finer  example  of  this  work  at  Berlin. 
Worthy  of  more  consideration  is  '  The  Entombment ' 
(291):  parts  are  no  doubt  vulgar,  such  painters  are  bound 
to  be  common  ;  yet  coarseness  is  not  unredeemed  by 
force,  and  for  once  at  least  the  artist,  having  submitted 
to  rule  and  precedent,  gains  unity,  even  dignity ;  indeed 
the  figure  of  Christ  is  little  short  of  grand.  I  know 
of  no  work  so  well  calculated  to  restore  respect  for  this 
rash  painter,  who  habitually  rushes  in  where  angels  fear 
to  tread. 

II  Caravaggio,  one  of  the  most  savage  and  brutal 
of  men  who  ever  wielded  a  brush,  appears  quite  in 
his  element  in  'The  Martyrdom  of  St.  Peter'  (216). 
This  is  perhaps  the  most  terrific  achievement  of  the 
basely  naturalistic  school.  Dr.  Waagen  conjectures  that 
this  horrible  composition  inspired  Rubens  when  he 
painted  St.  Peter  crucified  head  downwards,  a  composi- 
tion still  to  be  seen  in  the  church  of  St.  Peter,  Cologne. 
I  remember  to  have  met  the  spiritual  painter,  Overbeck, 
in  front  of  this  carnal  work.  The  respectful,  not  to  say 
the  reverent  way,  in  which  Overbeck,  the  purest  of 
purists  stood   before  'this  rampant  Rubens^   seemed  to 
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me  a  lesson  of  toleration  and  Christian  love.  Caravaggio 
in  the  Hermitage  has  made  the  crucified  St.  Peter 
jolly  as  a  drunken  Silenus.  It  is  just  possible  that  the 
placidity  of  the  saintly  Overbeck  would  not  have  been 
ruffled  even  in  the  presence  of  this  gross  impropriety. 
It  needs  very  much  art — greatly  more  than  survived 
in  this  comparatively  late  period — to  excuse  a  spirit 
thus  in  open  revolt  against  the  true,  the  beautiful,  and 
the  good.  I  believe  that,  if  I  could  have  my  way,  no 
plea  in  favour  of  the  manifestation  of  historic  develop- 
ments would  hinder  me  from  exorcising  such  works  from 
national  museums,  wherein  the  governing  motive  should 
be  the  elevation  and  purification  of  the  public  taste. 
Art  can  never  be  a  teacher  when  she  teaches  the  false. 

Crespi,  another  painter  of  the  decadence,  depicts  the 
'  Death  of  St.  Joseph  '  (314)  with  repulsive  realism.  The 
subject,  as  might  be  expected,  is  conceived  coarsely, 
yet  with  the  power  and  originality  seldom  denied  to 
a  time  of  lawlessness  and  rude  nature.  The  Procaccini, 
names  now  held  perhaps  in  even  too  much  contempt, 
are  here  less  than  usually  open  to  condemnation,  espe- 
cially in  such  compositions  as  '  The  Holy  Family '  (262), 
and  'The  Marriage  of  St.  Catharine'  (264).  Tiepolo, 
born  in  Venice,  and  who  died  in  Madrid  scarcely  more 
than  a  century  ago,  brings  this  audacious  art  down 
almost  to  our  own  times.  'The  Feast  of  Cleopatra' 
(317)  a  cap'opera,  is  clever  and  impudent,  showy  and 
unscrupulous  as  the  brilliant  frescoes  of  the  painter 
in  Venetian  palaces.  Canaletto,  the  contemporary  of 
Tiepolo,  is  seen  in  a  magnificent  composition,  '  The 
Reception  of  Count  Gergi  at  Venice'  (318).  Here  the 
lineal  and  aerial  perspective  are  truly  marvellous  ;  for 
once  is  merged  the  painter's  matter-of-fact  mechanism. 
The  pictorial  management  evinces   more  mental  grasp 
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and  art  subtlety  than  the  painter  has  credit  for.  Here 
again  is  a  masterwork,  though  from  a  second-rate  artist, 
which  may  serve  to  repay  a  visit  to  St.  Petersburg, 
Salvator  Rosa,  painter,  engraver,  poet,  &c.,  is  yet  another 
artist  of  the  decadence,  remarkably  well  represented  in 
the  Hermitage.  Of  eleven  examples  two  are  master- 
pieces. 'The  Prodigal  Son  '  (220),  thrown  on  his  knees  im- 
ploring the  divine  forgiveness,  from  the  Walpole  Collec- 
tion, is  very  striking  in  conception  ;  the  utter  abandon- 
ment of  the  prodigal  is  most  impressive.  Salvator  Rosa 
here  shows  himself  a  tragedian  on  canvas.  Also  from 
the  Walpole  Gallery  comes  another  grand  conception, 
'  Democrites  and  Protagoras '  (222).  The  figures  com- 
pose effectively  with  the  trees  and  sky,  a  characteristic 
of  Salvator  in  common  with  Titian. 

The  Spanish  school,  as  I  have  before  said,  has  no 
rival  collection  out  of  Spain  :  with  the  exception  indeed 
of  Madrid,  there  is  no  gallery  equal  to  that  of  the 
Hermitage.  The  hundred  and  more  works  comprise 
all  the  four  schools  of  Toledo,  Seville,  Valencia,  and 
Madrid.  There  are  nineteen  pictures  bearing  the  name 
of  Murillo,  and  six  of  Velasquez.  The  galleries  of 
Europe,  in  the  strength  of  the  Spanish  school,  are  in  the 
following  order :— first  Madrid,  then  follow  St.  Peters- 
burg, Paris,  London,  Berlin,  Dresden,  Florence,  Vienna. 
Sir  Stirling  Maxwell,  after  describing  the  '  Galerie 
Espagnole'  of  the  King  of  the  French  writes  as  follows — 

'Next  in  extent,  and  perhaps  superior  in  importance  to  the  Spanish 
collection  of  the  King  of  the  French,  is  that  of  the  Emperor  of  Russia.  To 
St.  Petersburg  and  the  vast  Hermitage  of  the  Czar  fate  has  transferred  no 
paintings  of  the  Spanish  schools,  which  once  adorned  the  palace  of  Don 
Manuel  Godoy,  Prince  of  the  Peace,  on  the  Prado  of  Madrid.  The  gifts 
lavished  on  the  minion  of  the  Queen  of  Spain  are  appropriately  lodged  in 
the  sumptuous  halls  where  Catherine  wooed  her  Orloffs  and  Potemkins. 
There,  beneath  gilded  cornices  and  amongst  columns  of  Siberian  porphyry 
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and  vases  of  malachite,  hang  many  fine  and  original  works  of  Juanes,  Tristan, 
Cespedes,  Mayno,  Velasquez,  and  Murillo— placed  without  method  and 
catalogued  with  little  accuracy.'  * 

The  collection,  though  as  a  whole  choice,  comprises  the 
usual  sprinkling  of  spurious  works.  Thus  the  school  of 
Andalusia  commences  with  a  'Virgin  and  Child'  (345)) 
which  Dr.  Waagen  assigns  to  the  Netherlands,  and  the 
next  work  in  the  catalogue,  '  The  Martyrdom  of  St. 
Stephen '  (346),  which  used  to  pass  for  Cespedes,  '  the 
Spanish  Raphael,'  is  now  deemed  doubtful ;  the  German 
critic,  however,  lets  it  pass.  To  the  honoured  Roelas, 
the  master  of  the  still  greater  Zurbaran,  is  ascribed  '  The 
Communion  of  St.  Theresa'  (347),  though  unlike  the 
master's  known  works.  ;  To  Zurbaran  himself  belong 
two  pictures,  the  first  of  which,  'The  Prayer  of  the 
Madonna'  (348),  comes,  like  many  others  in  this  de- 
partment, from  the  Coesvelt  Collection.  The  figure  is 
as  charming  for  its  simplicity  as  for  its  truth,  and  the 
handling  is  strong  as  it  is  tender.  The  Madonna  is  repre- 
sented as  a  young  girl,  clad  in  red  and  blue,  seated  on 
a  chair ;  she  has  for  a  moment  left  the  needlework  on 
which  she  was  engaged,  and  clasps  her  hands  in  prayer. 
The  scene  is  all  the  more  impressive  because  it  has  the 
persuasive  power  of  nature  ;  the  artist,  as  we  know,  de- 
termined, in  common  with  his  contemporary  Velasquez, 
never  to  paint  without  '  the  life '  before  him.  From  the 
gallery  of  Marshal  Soult  came,  at  the  cost  of  3000 
francs,  '  St.  Laurence'  (394),  robed  in  richest  sacerdotal 
habits,  his  eyes  cast  towards  heaven  in  contemplation 
of  his  martyrdom.  >  Here  Zurbaran  scarcely  escapes 
vulgarity,  though  in  extenuation  it  may  be  pleaded  that 

*  This  was  published  in  1848  :  the  first  edition  of  the  present  catalogue 
of  the  Hermitage  appeared  in  1863,  and  the  second  and  corrected  edition 
in  1869 ;  therefore  the  above  charge  does  not  apply  to  the  catalogue  now 
in  use. 
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the  picture  is  meant  to  be  seen  a  long  way  off.  Waagen 
holds  the  figure  as  '  evidently  a  portrait.'  Another 
famous,  but,  as  far  as  I  have  observed,  a  rare  painter 
even  in  Spain,  Alonso  Cano,  is  supposed  to  be  present  in 
no  less  than  five  works,  none  of  which  are  mentioned  by 
Sir  Stirling  Maxwell.  That  Alonso  Cano  has  not  left 
behind  him  a  greater  number  of  paintings,  is  better 
understood  when  the  traveller  in  Spain  finds  how  much 
of  the  artist's  life  was  devoted  to  sculpture  and  architec- 
ture. Finest  in  quality  of  the  five  examples,  also  lovely 
and  pure  in  sentiment,  is  'The  Virgin  and  Child  '  (352). 
The  composition,  if  I  remember  rightly,  corresponds  with 
'  Our  Lady  of  Bethlehem,'  in  the  cathedral  of  Seville,  a 
work  which  for  '  serene  celestial  beauty '  I  always  wish 
to  associate  with  Alonso  Cano.  A  large  composition 
of  five  figures,  once  in  the  gallery  of  Charles  IV  of 
Spain,  'Apparition  de  Saintes  a  un  Dominicain'  (354), 
is  comparatively  of  inferior  quality.  Cano  was  good  in 
portraits  :  two,  by  no  means  bad,  are  in  the  Hermitage  ; 
one  of  these  is  a  likeness  of  the  artist  by  himself  (355). 
The  picture  differs  from  the  head  engraved  in  Sir  Stirling 
Maxwell's  '  Annals.' 

Murillo,  in  the  school  of  Andalusia,  follows  next  with 
twenty  reputed  pictures.  It  is  the  fashion — to  which, 
however,  I  have  never  conformed — to  fall  into  ecstasies 
over  every  canvas  which  bears  the  name  of  Murillo.  Of 
the  twenty  works  in  the  Hermitage,  about  one  half 
deserve  to  be  remembered.  This  cutting  down  is  but 
in  accordance  with  a  passage  in  'the  Annals,'  wherein 
it  is  stated  that  Tobar  and  others  'produced  amongst 
them  more  than  one  half  of  the  works  which  pass  current 
in  Europe  under  the  name  of  Murillo,  whether  in  the 
galleries  of  royal  collectors,  like  the  Emperor  of  Russia, 
who  grudge  no  price,  or  in  the  show-rooms  of  experienced 
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dealers,  like  Marshal  Soult,  who  have  spared  no  pains  to 
possess  themselves  of  the  most  authentic  specimens.'  Yet 
Sir  Stirling  Maxwell  thinks  it  worth  while  to  mention 
thirteen  of  the  works  by  Murillo  in  the  Hermitage. 
I  fear  that  the  limited  space  at  my  command  will 
compel  me  to  make  short  work  of  the  collection.  I  will 
commence  with  one  of  the  most  admirable  examples  of 
Murillo  in  the  whole  world,  'The  Repose  in  Egypt'" 
(369),  from  the  Walpole  Gallery.  The  Madonna  seated, 
attended  by  angels,  looks  tenderly  at  the  sleeping  infant. 
St.  Joseph,  as  usual,  a  little  in  the  background,  holds 
the  ass  by  the  bridle.  The  treatment  is  naturalistic  and 
genre-like.  The  light  has  been  finely  thrown  upon  the 
child  asleep,  and  rich  deep  browns  and  reds,  relieved 
by  blues  and  whites,  bring  the  composition  into  agree- 
able harmony.  .  I  should  suppose  the  work  to  belong  to 
the  painter's  middle  manner,  for  though  the  figures  are 
seen  in  a  vaporous  haze,  the  forms  are  still  firm.  ^  *  The 
Assumption  of  the  Virgin'  (371),  from  the  Houghton 
Collection,  is  another  exquisite  gem  ;  though  smaller,  it  is 
not  inferior  to  '  The  Assumption '  from  the  Soult  Collec- 
tion in  the  Louvre.  The  cherubim  are  in  the  painter's 
happiest  manner.  The  picture  seems  well  preserved. 
'The  Vision  of  St.  Anthony'  (373),  another  charming 
compesition,  was  purchased  from  'the  Soult  Collection  for 
30,000  francs.  The  saint  is  on  his  knees  ;  above  are 
angels,  one  bearing  a  lily  ;  a  hilly  landscape  forms  the 
distance  :  the  story  is  well  told  ;  the  workmanship  is 
good  though  sketchy :  in  fact  this  study  is  the  first  idea 
for  the  great  altar-picture  in  the  Cathedral  of  Seville. 
'The  Delivery  of  St.  Peter  from  Prison'  (372),  is  poorly 
painted,  and  scarcely  worthy  of  its  supposed  antecedents, 
as  one  of  the  eleven  works  executed  about  1674  to  adorn 
the  hospital  of  La  Caridad  in  Seville.     '  The  Delivery  of 
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St.  Peter'  is  known  to  have  hung  for  many  years  as  a 
campanion    to    Murillo's   greatest  composition,    '  Moses 
striking  the  Rock.'    The  famed  hospital  was  robbed  by 
Soult,   who   sold  'Abraham  receiving  the  Angels,'   and 
'  The  Return    of   the    Prodigal   Son,'   to    the    Duke    of 
Sutherland ;    '  The  Release  of  Peter,'  which    remained 
'  unsold  on  the  hands  of  the  plunderer,'  was  ultimately 
acquired  by  the  Hermitage  at  the  cost  of  151,000  francs. 
'The    Death  of  the    Inquisitor    Pedro    Arbuez '    (374), 
formerly  in  the  baptistery  of  Seville  Cathedral,  may  be 
accepted  as  an  early  work,  though  Dr.  Waagen  esteems 
it  doubtful :    the  manner  is  vigorous   and   dark.     '  The 
Adoration  of  the  Shepherds'  (363),  from  the  Walpole 
Collection,  is  similar  in  character.     The  remaining  four- 
teen works  display  either  that  inequality  which  belongs  to 
Murillo  him.self,  or  that  inferiority  which  specially  stigma- 
tises his  imitators  and  followers.     Very  lovely  are  the 
crowds  of  cherubim  in  'The  Annunciation'  (361);  also 
eminently  picturesque    is   'Jacob's   Ladder'  (359),    the 
ladder,  the  clouds,  and   the  angels,  are  well  managed, 
though  the  task  is  obviously  arduous.    '  The  Benediction 
of  Jacob '  (360)  descends  into  mere  genre  ;  the  accessory 
landscape  is  what   might  be   looked    for  from   Teniers. 
'A  Young  Peasant'  (377)   and  'A  Young  Peasantess ' 
(378)  show  Murillo  in  his  naturalistic  moods.      In  short, 
no  one  of  Murillo's  successive  manners  is  here  wanting; 
the   painter    passes  from   sacred  to    secular,  from   high 
to  low,  with  pleasing  facility.     The    minor   masters  of 

.ndalusia  are  also  present,  such  as  Gomez,  the  Mulatto 
servant  and  pupil  of  Murillo,  Nuf.ez  de  Villavicencio, 
mother  pupil  of  Murillo,  Francisco  Herrera,  the  son  and 
pupil  of  his  father,  Francisco  Herrera  the  elder,  Iriarte, 
the  pupil  of  Herrera  the  younger,  Bocanegra  the  pupil 
of  Alonso  Cano,  and  Tobar  the  imitator  of  Murillo.      I 
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mention  these  painters  chiefly  to  point  to  a  distinctive 
characteristic  of  this  collection  :  other  museums  are 
content  with  a  few  great  names,  such  as  Murillo,  Velas- 
quez and  Zurbaran,  but  here  in  the  Hermitage  are 
artists  not  often  heard  of  beyond  the  Spanish  frontier, 
and  thus  the  history  of  the  school  of  the  Peninsula  is 
given  with  unusual  detail  and  fulness.  This  complete- 
ness is  greatly  due  to  the  acquisition  by  the  Emperor 
Alexander  of  the  Coesvelt  Collection,  which  furnishes 
fifty  pictures  to  the  Spanish  Gallery.  M.  Coesvelt  had 
profited  by  the  Peninsular  war  :  he  was  a  banker,  but  not 
being  a  soldier  he  purchased  the  pictures  fairly  by  his 
funds  ;  he  did  not,  like  Soult,  acquire  them  foully  by  the 
force  of  the  sword.  From  the  Coesvelt  Collection  comes 
' The  Adoration  of  the  Shepherds'  (391),  by  Valdes  Leal, 
the  '  Fa  presto '  of  Spain,  who  lived  to  be  '  the  last  of 
the  better  artists  of  Andalusia.'  Valdes  Leal  was  too  im- 
patient of  labour,  too  impetuous  and  opinionated  to  carry 
out  his  ready  conceptions  with  conscientious  care.  Thus 
Spanish  art  fell  like  Italian  art,  after  the  manner  of  the 
rebel  angels.  There  came  a  time  when  Spanish  and 
Italian  painters  sought  to  take  heaven  by  storm,  but 
they  suffered  overthrow,  and  with  them  perished  the 
Christian  arts. 

The  school  of  Valencia  is  represented  by  three  great 
masters,  Juan  de  Juanes,  Ribera,  and  Ribalta.  '  St. 
Anne'  (328)  is  assigned  to  the  spiritual-minded  Juanes, 
one  of  the  few  Spanish  painters  who,  believing  art  to  be 
an  inspiration  from  above,  began  a  sacred  work  with 
prayer  and  fasting.  This  devout  artist  found  his  reward  : 
his  pictures  reflect  the  religious  life.  The  fine  works 
ascribed  to  the  two  Ribaltas,  father  and  son,  seem  to 
me,  as  usual,  rather  dubious.  But  Ribera,  surnamed 
'  lo  Spagnoleto,'  the  pupil  of  Ribalta  the  elder,  is  present 
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with  a  power  even  unaccustomed  to  this  most  sledge- 
hammer of  painters.  'The  Martyrdom  of  Sebastian' 
(331),  once  in  the  collection  of  the  mother  of  Napoleon 
III,  is  a  subject  much  to  the  liking  of  this  Imitator  of 
the  savage  and  brutal  Caravaggio.  The  theme  is  in 
replica,  with  variations,  as  is  also  another  congenial 
composition,  '  St.  Jerome  in  the  desert '  (332-333)-  Little 
more  than  half  a  century  intervened  between  Juanes  and 
Ribalta  ;  seldom  even  in  the  fitful  and  feverish  history  of 
the  arts  can  be  found  within  so  short  a  period  so  dire 
an  overthrow. 

The  third  school  of  Spain,  that  of  Castille,  begins 
like  the  school  of  Valencia  with  a  devout  religious 
painter.  In  periods  of  decadence  I  have  pointed  out 
the  analogy  between  Spain  and  Italy  ;  in  like  manner,  in 
the  early  rise  of  art,  the  two  nations  run  in  parallel  lines. 
Religion  in  fact  lies  at  the  root  of  all  early  art.  Thus  in 
the  Hermitage  the  school  of  Castille  fitly  opens  with 
Morales'  '  El  Divino.  'But,  unfortunately,  doubt  attaches 
to  the  authenticity  of  'The  Virgin  and  Child '  (400).  Upon 
no  artist  have  been  affiliated  so  many  illegitimate  off- 
spring ;  indeed  it  has  been  said  that  '  every  head  of  our 
Saviour  which  came  from  Spain,  and  could  not  be  called 
a  Murillo,  has  been  attributed  without  scruple  to  Morales.' 
Dr.  Waagen,  however,  considers  this  '  Virgin  and  Child ' 
most  characteristic  of  Morales;  he  cites  a  small  and  paler 
replica  in  the  Berlin  Gallery  (412).  '  La  Mater  Dolorosa  ' 
(401),  from  the  Coesvelt  collection,  may  have  greater 
claim  to  be  genuine.  The  subjects  of  Morales  are 
always  devotional,  likewise  usually  dark  ;  devotion  and 
darkness  being  inseparable  from  the  Spanish  school.  In 
Italy  pictorial  art  sprang  out  of  darkness  into  light, 
just  as  the  constructive  art  of  architecture  became  from 
cavernous  gloom  a  creature  of  the  elements,  a  companion 
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of  the  sky.  But  Spanish  art  remained  sombre  to  the 
last ;  and  the  key-note  struck  by  Morales  in  '  La  Mater 
Dolorosa '  finds  its  echo  even  to  the  present  day.  In  the 
school  of  Castille  are  present  sixteen  artists,  mostly 
minor,  whose  names  I  must  content  myself  simply  to 
record  as  follows : — Alonso  Sanchez  Coello,  Claudio 
Coello,  Escalante,  Becerra,  Navaretta,  Villoldo,  Barroso, 
Prado,  Orrente,  Tristan,  Mayno,  Collantes,  Carducho, 
Camillo  Carreiio  de  Miranda,  Puga,  Menendez.  These 
sixteen  artists  make  themselves  known  in  the  Hermi- 
tage by  twenty  works — another  proof  of  the  zeal  or  the 
good  luck  of  Russian  monarchs  in  their  dealings  with  the 
collectors  of  Spanish  pictures.  It  were  a  dreary  task  to 
treat  of  any  but  the  salient  products  of  the  school.  Yet 
*E1  Mudo,'  the  Mute,  I  should  be  sorry  to  leave  out, 
though  his  only  reputed  work  is  '  St  John  the  Baptist  in 
Prison '  (404).  This  dumb  artist  travelled  in  Italy,  and 
worked  in  the  house  of  Titian — a  clue  to  his  style  :  he 
had  genius,  if  only  to  overcome  the  difficulties  which 
nature  threw  in  his  path.  Also,  the  Hermitage  is 
fortunate  to  enlist  '  El  Greco,'  though  he  presents  him- 
self by  one  portrait  only,  that  of  the  poet '  Alonso  Ercilla 
y  Zuniga'  (411).  This  artist,  Greek  by  parentage,  stands 
as  a  characteristic  example  of  the  strange  mixture  of 
races  and  styles  found  in  the  Peninsula.  After  dalliance 
among  minor  artists,  it  is  at  last  no  small  satisfaction  to 
arrive  at  Velasquez,  in  whose  presence  no  debate  can  be 
held  as  to  supremacy.  In  the  Hermitage  Velasquez 
happens  to  occupy  a  post  second  to  Murillo.  And  yet, 
as  little  short  of  a  miracle  in  art,  asserts  itself  a  study 
(418)  for  that  portrait  in  the  Doria  Palace,  Rome,  well- 
nigh  the  greatest  in  the  world,  the  head  of  '  Innocent  X.' 
No  painter  but  Velasquez  could  approach  this  work  for 
mastery.     'Philipp  IV  of  Spain'  (419-420)  is  here  re- 
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peated  almost  as  a  matter  of  course.  '  A  Young  Peasant ' 
(423),  from  the  Coesvelt  Collection,  though  clever  enough, 
is  certainly  not  of  necessity  by  Velasquez.  The  Hermi- 
tage naturally  stretches  a  point  whenever  possible  :  what 
is  spurious  in  the  Spanish  collection  is  almost  as  a 
matter  of  course  covered  by  great  names ;  yet,  after 
making  every  allowance,  the  Spanish  Gallery  in  the 
Hermitage  remains  supremely  strong  in  the  works  of 
Murillo  and  Zurbaran. 
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CHAPTER  VIII. 

ST.   PETERSBURG  :    THE   PICTURE   GALLERIES   IN   THE 
HERMITAGE  {continued). 

In  the  last  chapter  having  described  the  leadmg 
works  in  the  Itahan  and  Spanish  schools,  we  will  now 
turn  to  the  Galleries  occupied  by  Flemish  and  Dutch 
masters.  In  the  earlier  period,  from  the  fifteenth  to  the 
sixteenth  century,  the  Hermitage  is  in  the  Netherlands 
Inferior  to  other  Galleries  :  a  like  deficiency  has  been 
already  found  In  the  early  epochs  of  Italian  art.  And 
yet  even  in  this  era  St.  Petersburg  is  on  an  equality 
with  London  and  Madrid,  though  inferior  to  Paris, 
Dresden,  Vienna,  Munich,  and  Berlin.  But  when  we 
come  to  the  seventeenth  and  the  eighteenth  centuries  the 
Hermitage  appears  on  a  par  with  the  three  richest 
Galleries  In  the  world,  viz.  Paris,  Dresden,  and  Munich. 
Indeed  in  certain  masters  the  picture  palace  on  the 
banks  of  the  Neva  surpasses  all  other  collections ; 
nowhere  have  I  seen  finer  examples  of  Rembrandt, 
Potter,  Berchem,  Ruysdael,  and  Jan  Steen ;  indeed 
taken  altogether  I  Incline  to  think  that  the  strength 
of  the  Hermitage  lies  in  the  Flemish  and  Dutch 
schools.  I  shall  never  forget  my  surprise  and  delight 
as  I  walked  from  room  to  room  and  counted  up  60 
pictures  by  Rubens,  34  by  Vandyck,  24  by  Snyders, 
40    by   Teniers,    50    by   Wouvermans,    12    by   Gerard 
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Dow,  &c.  In  fact  there  is  scarcely  a  master  of  note 
who  is  not  worthily  and  indeed  magnificently  repre- 
sented, while  painters  comparatively  but  little  known 
also  find  a  place.  Indeed  it  is  stated  that  there  are 
ten  artists  who  cannot  be  seen  elsewhere,  and  this 
I  can  well  believe,  as  their  names  do  not  appear  in 
catalogues  or  ordinary  books  of  reference.  In  addition 
to  such  rare  masters  and  exceptional  works  there  are 
pictures  of  value  in  the  history  of  German  and  other 
schools  which  bear  no  names  at  all,  but  appear  only 
with  monograms  or  initials.  These  varied  treasures 
have  been  gathered  from  the  Walpole  Gallery,  the 
Crozat  Gallery,  the  Malmaison  Collection,  the  Gallery 
of  the  King  of  Holland,  &c.  Like  other  divisions  of 
the  Hermitage,  the  schools  of  Germany,  Flanders,  and 
Holland  have  been  brought  together  by  the  Empress 
Catherine  II,  and  by  the  Emperors  Paul  I,  Alexander 
I,  Nicholas  I,  and  Alexander  II.  The  total  number 
of  works  in  this  division  is  no  less  than  948. 

The  ancient  masters  of  Germany,  Flanders,  and 
Holland,  dating  from  1420  to  1520,  are  not  particularly 
strong.  There  is  no  picture  by  Albert  Durer,  and 
the  two  portraits  assigned  to  Holbein  are  doubtful. 
Beginning  with  Jan  van  Eyck,  very  perfect  of  its  kind 
is  the  picture  of  'The  Salutation' (443).  The  scene 
is  laid  in  a  marble  hall  with  a  mosaic  floor  ;  the  arch- 
angel Gabriel  appears  richly  clad  ;  the  jewelled  drapery 
as  a  piece  of  painting  has  scarely  been  equalled,  and 
never  surpassed.  Of  good  quality  too  is  '  St.  Luke' 
(445),  assigned  to  Memling.  Both  these  pictures,  which 
come  from  the  collection  of  the  King  of  Holland,  have, 
I  am  sorry  to  say,  undergone,  since  their  arrival  at  the 
Hermitage,  the  perilous  operation  of  transfer  from  panel 
to  canvas. 
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Dr.  Waagen  adds  some  interesting  data  relative  to 
the  last  picture  which  I  may  quote  with  advantage  : — 

'  This  (445)  is  a  contemporary  copy  of  a  picture  in  the  Munich  Pina- 
kothek  by  Roger  van  der  Weyden,  which  contains,  opposite  the  St.  Luke, 
a  Mary  enthroned  with  the  Child.  Although  the  colour  of  this  beautiful 
copy  is  more  tender  than  the  broken  tones  of  the  original,  it  lacks  the 
same  depth.  Doubtless  a  Madonna  and  Child  belonged  to  it  formerly; 
apparently  this  portion  must  have  been  separated  from  the  picture  on  the 
sacking  of  the  convents  in  Spain,  where  it  remained  up  to  the  year  18 13. 
The  original  in  Munich  must  have  been  a  great  favourite  in  its  own  day,  as 
^another,  also  a  contemporary,  copy  exists,  which  in  the  year  i860  was  in 
the  possession  of  the  sculptor  Hans  Gasser  in  Vienna.' 

By  Quentin  Matsys,  the  Blacksmith  of  Antwerp,  is 
a  large  and  important  work,  also  from  the  King  of 
Holland's  collection,  'La  Vierge  Triomphante'  (449). 
I  am  sorry  to  report  that  in  the  ateliers  of  the  Her- 
mitage this  picture  has  been  flayed  alive :  I  would 
rather  see  a  ruined  panel  than  a  span  new  canvas : 
in  imperial  galleries  there  is  often  a  fatal  passion  for 
making  everything  look  smart.  Fortunately  Matsys 
is  vigorous  enough  to  stand  a  good  deal  of  bad  usage; 
hence,  notwithstanding  picture  cleaners,  the  heads  remain 
strong  in  drawing  and  in  character,  and  solid  realism 
still  marks  the  jewels  and  the  draperies.  The  com- 
position is  one  of  the  fullest  by  Matsys  with  which 
I  am  acquainted  ;  it  comprises,  besides  the  Madonna 
and  the  infant  Christ,  God  the  Father,  two  prophets, 
two  Sibyls,  King  David,  and  the  emperor  Augustus. 
This  picture  was  found  walled  up  in  the  Cathedral 
of  St.  Donation  at  Bruges,  where  doubtless  it  had 
been  immured  to  preserve  it  from  the  iconoclasts  of 
the  sixteenth  century.  By  Matsys  the  younger  are 
two  repHcas  of  the  oft -repeated  'Misers,'  of  which 
the  best  known  version  is  in  Windsor  Castle.  It  is 
interesting    to   trace   the   fraternities   which   spring   up 
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in  the  picture  galleries  of  Europe;   art  is  a  universal 
bond    of  union,  and    pictures   have   been   so    itinerant, 
and  painters  so  peripatetic,  that  the   Hermitage  holds 
historic   or  personal  relations  with    almost  every  great 
or   national    collection.      Gerhard    David    is  present  in 
St.  Petersburg  by  a  work  of  rare  art  merit,  finished  as 
a    miniature,   'The   Dead   Christ  in   the    Arms   of  the 
Virgin'  (458).     I  have  not  marked    for  merit   any  one 
of  the  six  pictures  assigned  to   Lucas   Cranach.     'The 
Portrait  of  Erasmus'  (465),  ascribed  to  Holbein,  is  one 
of  the  many  uncertain  repetitions  scattered  over  Europe. 
Dr.  Waagen  considers  '  A  Portrait '  (466)  to  be  a  genuine 
Holbein,  and  says  it  resembles  in  colour  and  architec- 
tural treatment  of  background  the  likeness  of  Johann 
Herbster,    in    the    Baring     Collection,    London.       Mr. 
Wornum    does    not    record    the    existence   of   a    single 
work  by  Holbein  throughout  the  extent  of  the  Russian 
empire,  yet  possibly  for  the  best   possible  reason,  that 
he  does  not  know  Russia.     The  only  remaining  picture 
it   can  be  needful  to  mention  is   an  amazing  example 
of  that   great  but   somewhat  grotesque  painter,  Lucas 
van    Leyden.      'Christ    Healing  the   Blind    Man'  (468) 
has  been  named  by  Dr.  Waagen  as  the  artist's  master- 
piece.    The  treatment  accords  in  spirit  with  Leyden's 
etchings  and  engravings  :    character  prevails  over  con- 
cord,   dramatic    story   over    symmetry,    the    lines    are 
singularly  angular,  the  composition  studiously  irregular. 
The  spirit  of  Christianity  seems  foreign  to  this  original 
and   eccentric   painter,  whose    merit  is    that  he   speaks 
out  his    thoughts    plainly    and    forcibly,  without   affec- 
tation    or  any  assumption    of  what   he   does    not   feel. 
In  this  remarkable  product  of  an  artist  but  too  seldom 
seen,    the    numerous    personages    are    dressed    in    the 
costume  of  the  period  at  which  the  picture  was  painted, 
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an  anachronism  that  has  an  interest  and  value  of  its 
own. 

The  next  division  of  this  Teutonic  school  extends 
from  1520  to  1600,  comprises  38  works,  and  includes 
painters  who  for  the  most  part  fell  under  Italian  in- 
fluence. The  first  master  I  have  marked  is  Schoreel, 
who  was  the  earliest  painter  to  introduce  the  ♦Italian 
style  into  Holland,  his  native  country.  Two  portraits 
(478-479)  are  of  rare  merit ;  but  it  would  be  rash  to 
assert  that  Schoreel  is  actually  the  painter,  as  few 
artists  are  more  difficult  to  identify.  Next  follow 
two  heads  which  ought  never  to  have  left  England, 
the  portraits  of  Sir  Thomas  Gresham  (480)  and  of 
Lady  Gresham  (481)  by  Antonio  More.  The  first, 
a  noble  work.  Dr.  Waagen  ranks  among  More's  master- 
pieces :  another  likeness  of  Sir  Thomas  was  among 
National  Portraits  at  Kensington  in  1866.  The  reader 
will  at  once  guess  that  the  Hermitage  possessed  itself 
of  these  works  when  it  acquired  the  Walpole  collection. 
There  seems  nothing  special  to  say  of  Orley,  Coxie, 
Porbus,  Heemskerk,  Frans  Floris,  Goltzius,  Jordaens, 
Elzheimer,  and  Rottenhammer.  Of  most  of  these 
painters  I  know  better  examples  elsewhere.  A  word 
however  must  be  afforded  to  Susterman,  by  whom  I 
never  remember  to  have  seen  a  more  satisfactory  work 
than  'The  Adoration  of  the  Magi' (491).  This  artist 
accompanied  Cardinal  Pole  to  Italy,  and  fortified  his 
tendings  to  Italian  art  in  the  school  of  Andrea  del 
Sarto. 

We  need  not  be  detained  from  at  once  reaching  the 
'  Epoque  Florissante '  of  the  Flemish  school  (1600  to 
1690).  Foremost  we  encounter  Rubens,  who  is  here 
jocund  and  jubilant  amid  60  of  his  most  triumphant 
works,  to  which  are  assigned  in  the  catalogue  over  five 


RUBENS.  217 


I 


and  twenty  pages.  A  large  number  are  from  the  Walpole 
Gallery,  and  some  come  from  the  Crozat  Collection.  I 
will  deal  with  this  astounding  display  of  genius  as  briefly 
as  practicable  ;  indeed  the  style  of  Rubens  has  become  so 
familiar  even  to  the  least  travelled  of  our  people,  that 
the  reader's  imagination  will  go  far  to  fill  up  any  blanks 
in  a  written  description.  Some  of  these  works  however 
claim  attention  as  exceptional.  In  England,  for  example, 
we  have  a  right  to  feel  special  interest  in  two  sketches  for 
the  famous  painted  ceiling  in  the  palace  of  Whitehall. 
A  sketch  for  the  same  ceiling  was  exhibited  at  the  Art 
Treasures,  Manchester.  Abounding  in  spirit  and  full  of 
Hquid  colour  is  the  composition  (572),  which,  in  the 
printed  catalogue  of  the  Hermitage,  receives  the  follow- 
ing amusing  description  : — 

'572.  The  glory  of  James  I.  The  King  of  Great  Britain,  seated  on  the 
throne,  extends  the  sceptre  towards  the  young  Prince  Charles,  who  is 
supported  by  two  women  representing  Scotland  and  Ireland,  whilst  Great 
Britain  raises  above  his  head  the  crowns  of  the  three  kingdoms.  In  the 
upper  part  of  the  composition  are  two  genii  with  the  King's  armorial  shield, 
and  at  the  left  the  genius  of  peace  burns  the  weapons  of  war.' 

Another  rampant  sketch,  by  no  means  one  of  the  best, 
comes  from  the  collection  of  Gotfried  Kneller,  the  portrait 
painter.  Rubens  composed  nine  sketches  for  Whitehall  ; 
the  date  of  the  two  in  the  Hermitage  is  1630.  The 
following  description  of  the  second  may  serve  to  relieve 
the  tedium  attendant  on  an  epitome  of  the  contents  of 
a  huge  picture  gallery  ;  such  '  word-painting '  tends  to 
bring  allegorical  art  into  contempt. 

*573.  The  apotheosis  of  James  I.  The  King  seated  on  a  cloud,  and  clad 
in  armour,  with  a  mantle  of  purple,  the  sceptre  in  his  right  hand,  his  feet  on 
a  globe,  is  sustained  in  the  air  by  an  eagle  that  has  thunderbolts  in  its 
claws,  and  conducts  the  monarch  towards  Olympus,  where  await  him 
Pallas,  Religion  and  Fame,  surrounded  by  numerous  Genii  bearing  the 
crown,  the  globe,  palm  branches,  trumpets,  &c.' 
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The  world  contains  more  large  and  elaborate  pictures 
by  Rubens    than    most  people  care  to  look  at,  but  of 
small    and    rapid,    brilliant   and   masterly  sketches,    we 
cannot  have  too  many.     Of  such  the  Hermitage  boasts 
examples  which  prove  a  fertility  of  invention,  a  wealth 
of  resource,  a  fire  of  imagination,  a  facility  of  hand,  an 
affluence   of  colour,   which   show    Rubens  the   greatest 
improvisatore  with  the  brush  that  ever  lived.     Yet  these 
extempore  effusions  cost  too  little  thought ;  they  rely  on 
common-places,  and  abound  in  repetitions  ;  they  may  be 
compared    to    clap-trap   harangues,   composed  to  catch 
applause.     Six  designs,  arches  of  triumph  (561  to  ^^6), 
from  the  Walpole  Collection,  were  composed  by  Rubens 
in    1635   for  the   solemn    entry  of  the    Cardinal-Infant 
Ferdinand  into  Antwerp.     The  architecture  is  well  put 
together;    Rubens    evidently  was    most   ready   in    con- 
struction— indeed  he  might  have  been  an  architect.    One 
of  these  hasty  productions,  '  Les  Victoires  du  Cardinal- 
Infant  '  (562),  I  have  annotated  thus  : — '  this  slight  sketch 
gives  more  pleasure  than   most  finished    pictures  :    the 
richest  harmonies  of  colour  are  gained  by  a  mere  rubbing 
in.'     Here  are  also  other  oil  sketches  for  several  of  the 
series  in  the  Louvre.     Rubens  was  summoned  to  Paris 
in  1620  by  Marie  de  Medicis,  and  within  five  years  were 
finished  the  one  and  twenty  pictures  for  which  he  pre- 
pared, as  may  be  here  seen,  preliminary  studies.     These 
sketches,  for  my  Own  pleasure,  I  much  prefer  to  the  large 
pictures  ;  they  are  at  any  rate  not  quite  so  obnoxious. 
Marvellous  also  is  '  The  Adoration  of  the  Magi '  (537)-    In 
the  catalogue  I  have  made  the  remark,  '  in  character  and 
in  handling  this  brilliant  sketch  is  not  unlike  the  draw- 
ings of  Sir  John  Gilbert.'     Also  among  these  impromptus 
are,  'The  Feast  of  Herod'  (542),  'The  Last  Supper'  (544), 
'  Ecce  Homo '  (545), '  The  Coronation  of  the  Virgin '  (547), 
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'  The  Lipithes  and  the  Centaurs  '  (553),  '  The  Triumphal 
Return  of  a  Roman  General '  {^^(i\  '  The  Virgin  giving  a 
Cloak  to  Saint  Ildefonso'  (557),  'Five  statues  of  Emperors 
and  of  Kings  of  the  House  of  Hapsburg'  (558),  'A  Lion 
Hunt '  (590),  'The  Statue  of  Ceres  '  (593).  In  all  there 
are  more  than  20  sketches  :  I  know  not  of  a  parallel 
collection  elsewhere. 

Among  the  finished  pictures  by  Rubens  special  atten- 
tion may  be  directed  to  the  following;  'Abraham  dis- 
missing Hagar'  (535),  'a  veritable  jewel,'  says  Waagen, 
of  which  a  repetition  is  in  the  Grosvenor  Gallery  ;  '  Jesus 
at  the  House  of  Simon'  (543),  from  the  Walpole  Collec- 
tion; a  repetition  (546),  with  considerable  variations,  of 
'  The  Descent  from  the  Cross'  in  Antwerp  ;  '  a  Bacchanal 
(551),  supreme  in  colour,  more  than  commonly  diabolical 
—a  favourite  composition  of  Rubens  ;  '  Perseus  and  An- 
dromeda '  (552),  most  brilliant,  a  subject  which  has  been 
repeated  four  times  ;  and  '  The  Rape  of  the  Sabines'  (555), 
smaller  than,  and  vastly  inferior  to,  the  same  subject  in 
our  National  Gallery.  Among  fifteen  portraits  the  two 
wives  of  Rubens  are  included  almost  as  a  matter  of 
course.  '  Helena  Fourment '  (576),  the  second  wife,  bears 
the  palm  as  usual.  She  is  here  depicted  not  in  '  chapeau 
de  paille,'  the  name  given  to  an  analogous  portrait  in 
the  Peel  Collection,  but  in  a  '  chapeau  noir ;'  her  satin 
dress  is  equally  black,  relieved  however  by  ribbons,  lace, 
and  jewels.  The  lady  is  in  grande  toilette,  and  her 
husband  has  spared  no  pains,  especially  in  the  painting 
of  the  hands  and  sleeves.  Dr.  Waagen  prefers  this 
masterwork  to  the  'Chapeau  de  paille,'  now  in  our 
National  Gallery.  I  scarcely  think  the  picture  in  St. 
Petersburg  has  a  right  to  this  supreme  position,  at  least 
in  its  present  degenerate  state ;  the  black  dress  has  lost 
its  relieving  lights,  and  the  black  sky  throws  out  of  tone 


2  20    THE  PICTURE  GALLERIES  IN  THE  HERMITAGE, 

the  face  and  neck,  now  too  white.  Yet  I  am  disposed 
to  rank  this  prize  from  the  Walpole  Collection  as  one  of 
the  very  best  known  versions  of  a  face  which  is  multi- 
plied more  freely  in  the  galleries  of  Europe  than  any 
other,  with  perhaps  the  exception  of  Erasmus. 

Also  in  the  Hermitage  are  examples  of  the  mastery  of 
Rubens  as  a  painter  of  animals.     The  galleries  of  Europe 
bear  witness   to   the  unrivalled  power  and  spirit  which 
the  artist  threw  into  the  chase  and  the  combat  between 
wild  beasts.     'Lions'  (592),  and  'the  Lion  hunt'  (590)5 
are  works  of  this  character  ;  the  first  of  these  pictures  is 
bold  in  handling,  each  stroke  of  the  brush  is  decisive  ;  the 
monarch  of  the   forest   is  delineated    to  the   very    life. 
Rubens,  like  Sir  Edwin  Landseer,  was  a  student  of  lions  : 
'  Daniel  in  the  Lion's  Den,'  contributed  by  the  Duke  of 
Hamilton  to  the  last  Exhibition  of  the  Old  Masters  in 
Burlington  House,  has  a  decision,  force  and  action  foreign 
to  Landseer.    Lastly,  the  universality  of  Rubens  is  further 
attested  by  landscapes,  which,  for  largeness  of  manner 
and  glory  of  colour,  are  only  surpassed  by  Titian.     Few 
painters  have  ventured  to  reflect  upon  canvas  the  eva- 
nescent hues  of  '  The  Rainbow'  (595).    Rubens,  rejoicing 
in  endless  resource,  was    ready  to  challenge  difficulties 
from  which  painters  of  less  power  are  wont  to  retreat. 
Bold    efl'ects   of   atmospheric    light   and    colour    are   to 
the  artist's  liking;  thus  in  a  striking  composition,  'Le 
Voiturier,'  on  the  borders  of  a  river  surrounded  by  rocks 
and  trees  (594),  Rubens  contrasts  with  telling  effect  the 
conflict  of  light  between  the  setting  sun  and  the  rising 
moon.     The    trees    are   drawn   with   a   care   worthy  of 
Wynauts,  the  elements  assume  a  dramatic  action  and  a 
phantasm  of  colour  rarely  equalled  by  de  Loutherbourg 
or  by  Turner.     I  think  I  have  said  enough  to  show  that 
the  Hermitage  satisfies  the  most  ravenous  of  appetites 
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for  the  highly  seasoned  viands  served  up  by  Rubens. 
For  myself  I  confess  to  no  feeling  of  satiety  after 
devouring  the  whole  collection  of  60  works. 

Next  to  Rubens  naturally  follows  his  pupil  Vandyck, 
liberally  represented  by  34  pictures.  In  this  excep- 
tional display  the  Hermitage  is  only  surpassed  by 
Munich,  w^iich  has  37  examples  of  the  master:  next 
follow  Vienna  with  26,  Madrid  with  22,  Paris  with  20, 
Dresden  with  19,  and  London  with  6.  Many  of  these 
pictures  by  Vandyck,  gained  on  the  purchase  of  the 
Walpole  Collection,  we  can  ill  afford  to  spare  from 
England  ;  portraits  of  a  king,  of  a  queen,  of  nobles, 
of  men  of  genius,  are  of  the  nature  of  national  pro- 
perty, of  historic  muniments.  Vandyck  w^orked  and 
died  in  England,  and  only  in  England  could  be  painted 
the  pictures  now  in  the  Hermitage  of  '  Charles  I ' 
(609),  '  Henriette'  his  Queen  (610),  'Archbishop  Laud' 
(612),  'The  Herbert  Family'  (614),  'Earl  Danby'  (615), 
'Lord  Wharton'  (616),  'Sir  Thomas  Wharton '  (617), 
'  EHzabeth  and  Philadelphia  Wharton  '  (618), '  Lady  Jane 
Goodwin'  (619),  'Sir  Thomas  Chaloner'  (620),  'Lord 
Wandesford'  (621),  'Inigo  Jones'  (626).  To  these  may  be 
added  the  portraits  of  four  English  ladies  (633  and  634), 
supposed  to  be  of  the  Herbert  family.  We  almost 
imagine  ourselves  at  home  in  England  while  walking 
among  these  familiar  faces :  the  sad  story  of  the  sale 
of  these  heirlooms  may  recall  Sheridan's  famous  scene 
wherein  Charles  Surface  knocks  down  by  auction  the 
portraits  of  his  ancestors.  It  is  but  a  poor  consolation 
to  find  that  portraits  acquired  by  the  Hermitage  are 
scarcely  in  Vandyck's  best  manner.  Charles  I,  with  the 
exception  of  his  armour,  is  inferior  to  other  transcripts  of 
the  same  melancholy  but  high-born  countenance.  '  The 
Herbert  Family'  is  very  sketchy,  though  study  has  been 
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thrown  into  the  heads,  and  care  taken  of  the  attitudes  ; 
this  sketch  was  the  prelude  to  the  great  picture  now  at 
Wilton.  I  have  marked  as  among  the  best  in  the 
collection  the  half-figure  of  Sir  Thomas  Chaloner,  also 
the  head  of  Inigo  Jones — a  head  so  broadly  chiselled, 
and  so  animated  in  expression,  is  bound  to  come  out 
effectively  on  canvas.  This  portrait  fortunately  exists 
elsewhere  ;  a  replica,  certainly  not  inferior,  was  exhibited 
among  National  Portraits  at  Kensington  in  1 86(5,  as  well 
as  a  very  fine  half-length  miniature  in  monochrome. 
Thus  England,  in  bartering  away  the  Walpole  Gallery, 
happily  did  not  lose  all  record  of  her  great  men. 

But  we  in  England  have  also  to  deplore  the  loss  of 
other  and  even  more  important  works,  which  prove  the 
greatness  of  Vandyck  in  the  high  sphere  of  religious 
art.  Scarcely  short  of  the  first  rank  is  '  La  Vierge  aux 
Perdrix'  (603),  once  in  the  gallery  of  Charles  I,  and 
subsequently  in  the  collection  of  Lord  Walpole.  This, 
like  other  famous  works,  has  been  repeated  more  than 
once ;  another  example,  with  alterations,  is  in  the  Pitti 
Palace ;  also  in  Lord  Ashburton's  collection  is  a  much 
smaller  yet  beautiful  replica,  with  the  addition  of  four 
angels  in  the  clouds,  formerly  in  the  gallery  of  Prince 
Talleyrand.  We  are  at  home  so  much  wanting  in  com- 
positions which  carry  Vandyck  into  an  ideal  and  imagi- 
native sphere  that  I  well  remember  how,  accustomed  as 
I  had  been  to  mere  portraits,  I  had  not  realized  till  I 
reached  Antwerp  that  the  greatest  of  portrait  painters 
imported  from  the  Continent  since  the  time  of  Holbein 
had  descended  from  the  high  rank  of  sacred  and  historic 
art.  '  The  Christ  on  the  Cross '  (605),  a  mere  sketch,  is  a 
superb  indication:  indeed  I  here  seemed  to  recognise 
more  of  absolute  genius  than  in  any  other  creation  of 
the  master  with  which  I  am  acquainted.     So  also  in  the 


DAVID   TENIERS. 


223 


.  full  and  imposing  composition  above  mentioned,  '  La 
Vierge  aux  Perdrix,'  with  landscape  and  clouds,  including 
the  accessories  of  partridges,  fruits,  trees  and  sunflowers, 
there  is  a  care  and  a  minuteness  to  which  we  are  wholly 
unaccustomed,  at  least  after  the  time  when  Vandyck  fell 
into  the  profitable  trade  of  generalising  and  beautifying 
his  fashionable  sitters.     Yet  none  of  the  works  in  the 

-^Hermitage  have  gift  of  imagination,  or  glory  of  colour  ; 
just  at  the  very  point  when  genius  appeared  ready  to 
assert  itself,  the  artist  became  frigid,  circumscribed,  and 
fetter-bound.  After  all  it  would  seem  that  Vandyck's 
true  vocation  lay  in  portraiture,  hence  I  am  happy  to 
close  this  slight  notice  with  two  of  the  best  portrait- 
pictures  in  the  Hermitage.  '  Snyders  with  his  Family  ' 
(627),  free,  firm,  bold,  and  in  colour  approaching  Rubens  ; 
also  '  A  Mother  and  Daughter '  (635),  superbly  painted  in 
the  heads  and  draperies. 

Very  characteristic  of  the  showy  tastes  and  of  the 
flaunting  styles  which  obtain  in  the  Hermxitage,  is  the 
alarming  fact  that  no  fewer  than  14  works,  many 
doubly  obnoxious  by  enormity  in  size,  are  conspicuous 
by  that  most  vulgar  of  painters,  Jordaens.  This  choice 
gathering  ranges  from  '  St.  Peter '  (646)  to  '  Mercury  ' 
(648),  and  from  'St.  Paul'  (647)  to  'Diana'  (649).  I 
scarcely  regret  that  space  fails  me  to  mention  mediocre 
works  by  Vos,  Faes,  Ouellin,  and  Oost. 

But  the  compositions  of  David  Teniers,  father  and 
son,  assume  numbers  and  dimensions  which  cannot  be 
ignored  even  by  the  least  sympathising  of  critics. 
The  pictures  by  Teniers  the  younger  run  up  to  40, 
a  total  only  surpassed  at  Madrid.  Other  European 
galleries  come  in  the  following  order : — Munich  has 
24  examples,  Dresden  23,  London.  13.  To  revert 
to   the  father,  two   landscapes    in    the   neighbourhood 
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of  Antwerp  may  be  named  as  showing  a  pronounced 
family  manner,  though  evidently  the  father  had  a  more 
prosaic  idea  of  nature  than  even  the  son.  It  is  said,  as 
I  can  well  believe,  that  the  earlier  and  weaker  works  of 
the  celebrated  son  are  attributed  to  the  more  obscure 
father.  Of  all  that  Teniers  the  younger  was  capable 
here  is  abundant  proof:  this  great,  if  not  greatest  of 
genre  painters,  I  have  never  seen  elsewhere  so  nearly  at 
a  point  surpassing  himself.  Indeed  '  The  Arquebusiers 
of  Antwerp  '  (672)  almost  rises  to  the  import  and  dignity 
of  historic  art.  This  truly  national  work  is  comparable 
to  the  'Night  Watch'  by  Rembrandt,  and  to  the  'Banquet 
of  the  Civic  Guard '  by  Van  der  Heist,  severally  in  Am- 
sterdam. Though  smaller  in  scale,  the  treatment  of  the 
heads  and  the  figures  with  the  accessories  of  the  costumes 
is  similar.  The  artist  reaches  picturesque  dignity.  Black 
dresses,  red  sashes,  white  collars,  &c.,  give  decisive  and 
individual  character.  It  is  a  striking  instance  of  how 
completely  the  Hermitage  has  been  a  sealed  book  to 
writers  on  art,  that  Dr.  Waagen  does  not  even  name  this 
chef  d'ceuvre  in  the  exhaustive  Hand-book  of  the  Ger- 
man, Flemish,  and  Dutch  Schools  published  by  Murray 
in  i860.  This  conscientious  critic,  however,  makes  amends 
for  the  omission  when  he  gets  to  St.  Petersburg ;  there 
he  passes  a  high  eulogy  on  the  work,  which  he  says  has 
been  valued  at  2000  guineas.  The  picture  is  historic  ; 
many  of  the  heads  are  veritable  portraits  ;  Teniers  him- 
self, as  a  leading  man  of  his  time,  is  as  a  matter  of  right 
present ;  the  costumes  are  true  to  the  period,  the  local 
surroundings  comprise  the  Hotel  de  Ville  and  the 
former  residence  of  Charles  V,  which  exists  to  this  day. 
The  whole  scene  is  a  living  representation  of  one  of 
those  stirring  half- civic  and  half  -  military  ceremonies 
which  were  common  among  the  city  guilds  of  the  Nether- 
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lands.  A  literal  unimaginative  painter  like  Teniers 
makes  a  trustworthy  chronicler.  Another  marked  work, 
more  too  in  the  painter's  line  than  the  genre  of  history, 
is  '  The  Interior  of  a  Kitchen '  (698).  According  to  the 
catalogue  of  the  Houghton  Hall  Gallery,  Teniers  has 
inserted  himself  as  the  master  of  the  house,  and  the 
kitchen  is  supposed  to  be  painted  from  his  own  pleasant 
country  retreat  at  Perck.  The  goodly  '  Chateau  of  Teniers 
at  Perck,  a  turreted  house  among  trees,'  with  the  painter, 
his  wife,  and  son  in  the  spacious  garden,  forms  part  of 
the  Peel  Collection  in  the  National  Gallery. 

It  may  be  remembered  that  Rubens  also  fondly 
painted  his  own  chateau  ;  artists  with  an  eye  to  business 
as  well  as  to  an  aesthetic  and  epicurean  life  are  apt  to 
lay  their  lines  in  pleasant  places  ;  in  our  own  days,  Mr. 
Birket  Foster  has  planted  his  house  in  the  midst  of 
capital  sketching  ground,  likewise  Mr.  John  Linnell  is 
known  to  use  as  studies  for  his  pictures,  woods  which 
lie  around  his  country  dwelling.  Teniers  in  like  manner 
bought  himself  a  seat  at  Perck,  a  small  village  between 
Antwerp  and  Mechlin ;  here  he  assumed  the  air  of  a 
grandee,  he  received  the  nobles  of  Spain  and  of  Flanders, 
he  gave  lessons  in  painting  to  Don  Juan  of  Austria.  The 
kitchen  of  this  mansion  which  we  see  in  the  Hermitage 
picture  bears  all  the  signs  of  good  living.  On  the  left 
stands  David  Teniers  himself,  in  a  grey  doublet  with  a 
fur  cap  on  his  head,  on  his  wrist  perches  a  falcon,  beside 
him  are  his  dogs.  An  old  blind  fisherman,  led  by  the 
cook,  drags  along  a  great  fish ;  and  a  second  fisherman, 
bearing  the  last  catch  under  his  arm,  advances  towards 
the  master  of  the  house.  On  the  right  and  in  the  back- 
ground appear  men-cooks  and  a  servant  girl,  the  fore- 
ground is  crowded  with  vegetables,  provisions,  pails  and 
other  kitchen   utensils.     It  would   appear  that  Teniers 
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furnished  his  table  from  his  own  estate,  for  in  the 
picture  in  the  National  Gallery,  he  depicts  six  men 
dragging  a  net  in  the  moat  before  his  chateau,  while  the 
gardener  is  seen  bearing  away  a  pike.  The  kitchen  at 
St.  Petersburg  bears  the  signature  'David  Teniers  1646  ;' 
the  execution  is  unequal,  only  in  parts  is  this  large 
canvas  of  the  fine  quality  habitual  to  smaller  panels. 
Next  comes  one  of  the  painter's  comic  scenes,  'A  Kitchen 
invaded  by  Monkeys '  (699).  It  seems  natural  that  Dutch 
art,  which  often  deals  with  the  lowest  forms  of  humanity, 
should  descend  one  step  further  and  include  apes.  Even 
the  great  French  painter  Decamps  could  not  resist  the 
temptation  of  assigning  to  monkeys  human  attributes, 
and  Teniers  we  may  be  sure  makes  himself  quite  at 
home  among  these  grotesque  parodies  on  man.  Thus  in 
the  Munich  Gallery  '  A  Drinking  Party  of  ten  persons  '  is 
immediately  followed  by  '  A  Dinner  of  Monkeys '  and  '  A 
Monkey  and  Cat  Concert.'  It  must  be  admitted  that  the 
composition  in  the  Hermitage  is  the  best  of  its  kind 
both  for  character  and  execution.  Also  equally  good 
are  *  Le  Corps  de  Garde '  (673),  '  Les  Fumeurs '  (694),  '  Le 
fumeur  Villageois '  (695),  and  '  Les  joueurs  de  Cartes ' 
{6^'^).  As  a  matter  of  course  the  oft-repeated  '  Tempta- 
tion of  St.  Anthony'  (671)  forms  part  of  the  series.  I 
need  not  trouble  the  reader  with  further  examples  of  a 
style  neither  recondite  nor  unfamiliar. 

I  may  mention  that  there  is  a  work  (713)  by  Abraham 
Teniers,  son  and  pupil  of  David  Teniers  the  younger. 
Thus  the  Hermitage  displays  a  phenomenon  which,  as 
far  as  I  remember,  is  without  precedent,  a  grandfather, 
a  father,  and  a  son, — three  generations  of  painters 
standing  in  the  relation,  moreover,  of  masters  and  pupils. 
Two  generations  are  not  uncommon,  thus  there  have  been 
Filippo  Lippi  the  father  and   Filippino  Lippi  the  son, 
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Holbein  the  elder  and  Holbein  the  younger,  Titian  the 
father  and  Titian  the  son,  Giovanni  Santi  the  father  and 
Raphael  the  son,  Veronese  the  father  and  Veronese  the 
son.  But  the  inheritance  of  talent  in  these  instances 
stopped  short  of  the  third  generation.  And  yet  the 
exception  in  the  Teniers  family  almost  proves  the  rule 
that  art  genius  is  not  hereditary,  inasmuch  as  Teniers 
the  grandson  was  practically  a  nonentity.  Indeed  never 
has  been  known  more  than  one  art  genius  in  a  family. 
There  is  no  analogous  case  to  that  of  Chatham  and  Pitt. 
The  father  always  eclipses  the  son,  or  the  converse. 
Talent  in  art  is  not  of  a  stamina  for  procreation  :  it 
is  as  a  spark,  as  a  fire  which  burns  fitfully  for  a  short 
season,  and  then  expires.  This  generalized  sketch 
of  the  Hermitage  it  is  not  necessary  to  encumber 
with  four-and-twenty  pictures  distributed  among  Til- 
borgh,  Miel,  Coques,  Meulen,  Uden,  Huysmans,  Millet, 
and  Bloemen.     I  may  just  mention  that  no  fewer  than 

I  eleven  pictures  in  the  usual  style  belong  to  'Velvet 
Breughel.' 
The  next  great  name,  specially  great,  if  not  the 
r  greatest  in  the  Hermitage,  is  Rembrandt.  This  supre- 
macy counts  for  all  the  more  when  it  is  remembered  in 
what  force  this  most  forcible  of  artists  appears  in  the 
galleries  of  the  Hague,  of  Amsterdam,  Dresden,  Munich, 
Cassel,    Paris,    London,    and   Vienna.      I    had   studied 

^ Rembrandt  in  all  these  cities,  and  yet  was  astounded 
on  getting  to  St.  Petersburg  to  find  forty-one  pictures, 
which  by  their  grave  import  could  not  be  forgotten  in 
the  artist's  biography  without  doing  injustice  to  his 
'""  grand  life-labour.  Rembrandt  is  represented  in  the 
leading  European  galleries  in  the  following  numerical 
proportions :  the  Hermitage  numbers  41  pictures,  Dres- 
den 19,  Munich   15,   Paris   15,   London  13,  Vienna  10, 
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Berlin  8,  Florence  2,  Brussels  and  Madrid,  severally,  I. 
This  unparalleled  assemblage  in  the  Hermitage  is 
derived  from  various  collections,  viz.,  the  Crozat,  the 
Walpole,  the  Malmaison,  the  Choiseul,  the  Briihl  and 
the  Saint  Leu,  while  some  twenty  works,  that  is,  one 
half  of  the  total,  appear  without  any  pedigree.  But 
it  does  not  follow  that  these  unaccredited  pictures  are 
dubious  ;  on  the  contrary,  some  whose  ubiquity  over  the 
period  of  two  centuries  is  without  published  record,  I 
have  specially  marked  for  merit.  In  a  collection  so 
extended  and  miscellaneous,  gathered  from  all  accessible 
sources,  and  scarcely  casting  off  as  unworthy  the 
sweepings  found  in  odd  corners  of  Europe,  much  in- 
equality necessarily  subsists.  Such  tolerance  of  works, 
good,  bad,  and  indifferent,  may  be  taken  as  peculiarly 
significant  of  the  Hermitage.  This  startling  inequality 
is,  in  fact,  correspondent  with  the  strong  contrast  found 
throughout  Russia,  wherein  refinement  and  vulgarity, 
riches  and  squalor,  education  and  ignorance,  go  hand  in 
hand. 

The  picture  which  seems  to  me  the  finest  in  quality 
is  a  '  Holy  Family '  (796)  ;  indeed  this  composition, 
simple  enough  in  its  component  parts,  and  consisting 
of  nothing  more  than  a  mother,  an  open  book,  a  cradle 
and  an  infant,  leaves  nothing  to  be  desired,  in  light, 
shade,  colour,  or  texture.  The  spectator  is  here  impressed 
not  with  the  mannerism,  but  with  the  consummate  merit 
of  the  master.  It  is  true  enough  that  purity  of  form, 
elevation  of  religious  sentiment,  cannot  be  looked  for, 
yet  the  general  expression  has  much  tenderness,  homish- 
ness,  and  simplicity.  In  fact,  this  '  Holy  Family '  in 
Dutch  costume  is  nothing  more  than  a  humble  group 
within  a  cottage  :  the  cherubs  come  tumbling  in  without 
ceremony,  like  bats  or  cockchafers.     The  picture,  which 
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is  from  the  Crozat  Collection,  was  painted  at  the  age  of 
thirty-seven,  in  the  artist's  prime.  Hanging  in  the  same 
neighbourhood  are  several  biblical  compositions,  which 
more  or  less  confirm  the  general  conviction  that  Rem- 
brandt had  no  vocation  for  religious  art.  Possibly 
Mr.  Spurgeon,  judging  from  his  recent  invective  against 
Italian  art,  might  find  in  Rembrandt  a  spiritual  brother. 
"Rut  Rembrandt  is  grand  not  grotesque  in  his  plebeianism. 
He  is  in  fact  the  greatest  genius  which  has  appeared  in 
the  arts  of  northern  Europe :  even  his  vices  lie  on 
virtue's  side.  His  characters  though  vulgar  are  not 
vicious,  his  women  though  homely  are  honest,  his  men 
though  rarely  handsome  have  dignity  befitting  burgo- 
masters and  free  citizens.  Thus  much  I  read  in  the 
faces  to  which  I  am  introduced  by  Rembrandt  in  the 
Hermitage.  The  entire  collection  may  be  accepted  as 
an  exhaustive  exposition  of  the  painter's  successive 
manners.  '  The  Return  of  the  Prodigal  Son '  (797)  is  a 
characteristic  composition,  the  handling  is  broad,  coarse, 
and  sketchy.  '  The  Descent  from  the  Cross'  (800),  which 
came  from  the  Cassel  Gallery,  is  one  of  several  renderings 
of  this  subject,  and  certainly  not  the  best.  Other  religious 
compositions  tend  to  the  coarseness  of  the  unregenerate 
and  the  unwashed  multitudes  who  appear  to  have  served 
as  the  painter's  ideals  :  such  works  do  little  justice  to  the 
every-day  religion  of  the  shepherd,  the  wayfarer,  and  the 
mechanic ;  and  they  are  wholly  antagonistic  to  the 
heavenly  beatitude  of  beings  who  have  conquered  the 
body  and  purified  the  fleshly  clay.  But  the  Hermitage 
gives  no  shelter  to  any  art  allied  to  the  spiritual  Fra 
Angelico.  The  religion  of  Pre-Raphaelite  days  receives 
no  countenance  within  its  walls.  And  yet  I  should  be 
sorry  to  speak  of  these  pictures  of  Rembrandt  as  if  they 
were  hostile  to  religion.     As  a  rule  they  are  more  in  the 


2  30     THE  PICTURE  GALLERIES  IN  THE  HERMITAGE. 

spirit  of  the  Old  Testament  than  of  the  New ;  thus 
while  the  type  of  Christ  is  uniformly  low,  the  heads  of 
patriarchs,  such  as  'The  Father  of  the  Faithful,'  are  noble. 
Rembrandt  favours  the  Jews  :  his  Jewish  Rabbis  are 
magnificent.  In  '  The  Sacrifice  of  Isaac '  (792)  the  head 
of  Abraham  is  a  fine  study.  Another  important  com- 
position hanging  close  at  hand,  '  Abraham  at  Table  with, 
the  Angels '  (791),  is  too  naturalistic  to  be  religious  ;  it  is 
always  a  bad  sign  when  the  wings  of  angels  are  taken 
from  large  birds  of  prey.  In  the  best  times  of  spiritual 
art,  wings  were  treated  ideally  and  etherially,  in  colours 
they  were  prismatic,  as  if  the  flight  of  angels  was  by  the 
path  of  the  rainbow.  Even  Rembrandt  has  not  missed 
the  opportunity  of  illuminating  the  plumes  of  these 
heavenly  visitants,  with  rich  and  varied  hues  ;  indeed 
the  whole  composition  is  a  fine  study  of  tones  and 
textures ;  no  man  better  knew  how  to  enhance  the  dignity 
of  age,  or  to  suggest  a  remote  period  of  time  by  rugged 
surface  or  profound  shadow.  The  mystery  that  dwells 
in  impenetrable  darkness  becomes  sometimes  well-nigh 
religious,  and  one  reason  why  Rembrandt  deals  best 
with  the  Old  Testament  may  be,  that  prevaiHng  shadow 
comports  well  with  a  dispensation  wherein  the  ways  of 
providence  were  seen,  as  in  a  glass,  darkly.  In  the  New 
Testament  this  art  is  best  in  keeping  with  tragic  scenes, 
such  as  '  The  Passion  ;'  the  veil  of  night  shrouds  '  The 
Descent  from  the  Cross'  (800),  grandeur  and  terror 
reside  in  this  awful  shade.  No  painter  has  ever  gained 
so  much  impressiveness  by  the  mere  trick  of  the  brush, 
or  play  of  the  pallet  knife.  '  Abraham  and  the  Angels  ' 
(791)  would  scarcely  have  the  power  to  hold  attention 
long,  were  it  not  that  the  eye  is  curiously  attracted  by 
the  marvellous  skill  shown  in  the  management  of  the 
surface  textures.     In  parts   the  colours  are  loaded  on 
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solidly  and  then  glazed  into,  and  sometimes  the  top 
lights  are  got  by  rubbing  away  this  surface  glaze.  The 
mottled,  marbled  effect  has  been  heightened  by  drag- 
ging the  brush  over  the  surface,  while  the  under  colour 
remained  tacky :  in  short  the  dodges  are  many,  almost 
endless.  Indeed,  the  analysis  of  the  Rembrandt  process 
is  quite  as  interesting  and  instructive  in  its  way  as  the 
elucidation  of  the  Titian  method.  Each  means  was 
perfect  after  its  kind  ;  each  painter,  though  in  opposite 
directions,  made  the  material  of  his  art  the  medium  of 
his  thought.  No  two  artists  have  given  such  divers 
embodiment  to  *  Danae.'  The  version  (802)  in  the 
Hermitage  proves  that  Rembrandt  was  as  far  removed 
from  classic  as  from  religious  art.  Habitually  coarse 
was  his  idea  of  the  female  form,  and  yet  by  play  of  light, 
shade,  and  colour,  the  eye  is  made  to  dwell  with  pleasure 
on  a  form  which  otherwise  had  been  repellant.  Rem- 
bran<^t,  it  must  be  admitted,  was  not  over  nice  ;  thus — 
he  paints  on  full  life  scale  'A  Young  Jewess'  (812),  in 
state  of  advanced  expectancy ;  yet  here  again  he  ob- 
tains an  absolute  triumph  by  richness  of  broken  colour, 
transparence  in  shadow,  and  facility  yet  firmness  in 
touch.  The  headdress  of  flowers  reaches  the  realism 
of  a  flower  painter.  This  canvas,  which  is  dated  1634, 
proves  that  Rembrandt  at  the  age  of  twenty-six  had 
already  matured  a  thoroughly  individual  style.  Three 
years  later  is  '  The  Portrait  of  a  Man'  (811),  in  the  artist's 
finest  and  least  mannered  manner,  yet  the  brush  has 
been  used  slashingly.  'The  Portrait  of  an  Old  Jew'  (810) 
is  apparently  of  the  time  when  Rembrandt  was  himself 
old  ;  the  paint  is  daubed  on  clumsily. 

The  Hermitage  contains  four-and-twenty  portraits  by 
Rembrandt,  many  of  which  need  no  mention.  The 
following   may  be  enumerated  :    '  The  Portrait   of   the 
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caligrapher,  Lieven  van  Copenol'  (8o8),  other  likenesses, 
also  an  etching  of  the  same  head  exist ;  '  The  Portrait  of 
a   Young   Warrior'    (809),    the   type   ideal,    some   have 
conjectured    that    Alexander    the    Great    is    intended; 
'Portrait  of  an  Old  Military  Man'  (814),  an  early  work, 
careful,  detailed,  timid  ;  '  Portrait  of  an  Old  Man'  (818), 
'  Portrait  of  an  Old  Jew'  (815),  and  '  Portrait  of  an  Aged 
Woman '  (823).      Rembrandt  I  think  is  the  most  literal 
transcriber  of  a  face  when    dilapidated   by  time  which 
the   world    has    yet    seen.      Deryier's   stereoscopic   re- 
productions of  the  age  of  three  score  and  ten  (1284  &c.) 
often  degenerate  into  caricatures.     A  gallery  furnished 
by  Denner  is  only  inferior  to  Madame  Tussaud's  wax- 
work exhibition.     But  an  old  man  or  an  old  woman  by 
Rembrandt   is  something  more  than  a  mechanical  re- 
production of  wrinkles.     Indeed  I  do  not  hesitate  to  say 
that  the  head  of  'An  Old  Man'  (816)  ranks  with  the 
greatest    portrait  pictures   in   the   world.     Almost   un- 
surpassed  is  this  face  for   individuality,  and  for   quiet 
dignity,  for  firm  yet  soft  and  fleshy  modelling,  and  for 
handling    of    brush,   which    in    its    play   expresses   the 
endless  undulation  of  features,  tossed  about  by  time  and 
trial.     This  portrait,  which  is  famous  for  the  execution 
of  the  beard,  is  another  illustration  of  the  dodgy  way  in 
which  the  artist  went  to  work.     The  end  of  the  brush- 
handle  has  been  used  over  the  wet  paint  to  incise  lines, 
into   which   when   dry   dark  colour    was   glazed.     The 
beard    is  white,  the   dress   black,  an  opposition  which 
secures  strong  contrast.     In  order  further  to  enhance  the 
effect,  colour    is    thrown   into   the   flesh   of  a   warmth 
unusual  to  Rembrandt.     The  tones  indeed  are  allied  to 
the  reds  of  Rubens,  while  the  modelling  is  comparable 
in  dehcacy  to  the  handling  of  the  so-called  *  Gervartius ' 
in   the  National    Gallery.     The   oft -repeated   head   of 
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Rembrandt's  mother  is  here  multipHed  four  times.  The 
first  in  the  catalogue  was  not  painted  until  the  artist  had 
lost  his  mother  fifteen  years.  The  portrait  evidently 
served  as  a  stock  subject  in  the  studio.  Another  replica, 
finished  only  three  years  after  the  mother's  death,  and 
engraved  by  Schmidt,  is  not  surpassed  by  any  of  the 
many  versions  of  the  face  familiar  in  the  National 
Gallery  and  elsewhere.  Rembrandt  as  a  landscape 
painter  is  seen  by  two  examples,  the  best  '  A  View  on  the 
Rhine'  (831) ;  here  the  sky  is  very  lovely  in  grey  toned 
clouds,  warm  browns  in  boat  and  figures  complete  the 
harmony  of  this  exquisite  yet  most  unpretending  com-_ 
position.  Next  follows  Rembrandt's  pupil  Eckhout, 
who  in  the  Hermitage,  as  in  other  galleries,  is  probably 
responsible  for  some  of  the  inferior  works  made  to  pass 
under  the  name  of  the  great  master.  Of  such  errors 
the  large  composition  '  Christ  blessing  little  Children,' 
purchased  for  our  National  Gallery  as  a  Rembrandt,  is 
a  signal  example ;  the  work  is  now  by  general  consent 
transferred  from  the  master  to  the  pupil.  No  picture  by 
Eckhout  in  the  Hermitage  calls  for  notice. 

Other  painters  of  Holland  merit  some  slight  attention. 
Flinck  and  Bol  here  naturally  follow  as  the  disciples 
of  Rembrandt ;  by  the  former  are  three  examples,  by 
the  latter  no  less  than  twelve.  Of  these  last,  '  Le 
Savant'  (847),  '  Le  Philosophe'  (852),  and  two  portraits 
(850-852)  of  'Jeunes  Hommes '  are  among  the  best 
of  extant  examples  of  the  Rembrandt  school.  Bol 
I  have  never  seen  in  better  estate,  in  no  gallery  is 
he  so  well  represented.  Hals  and  Van  der  Heist  are 
also  present  :  by  the  latter  is  a  noteworthy  picture 
of  'The  Family  of  Paul  Potter'  {j']^),  from  the  Saint 
Leu  Collection.  Portraits  of  artists  by  fellow  artists 
never  fail  of  interest.     Honthorst,  known  in  Italy  from 
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his  night-like  shadows  illumined  with  light,  as  '  Girardo 
della  Notte/  also  present  in  England  as  a  portrait 
painter  in  the  time  of  Charles  I,  and  especially  to  be 
remembered  by  the  picture  of  the  Queen  of  Bohemia 
as  Queen  of  Hearts,  is  seen  in  the  Hermitage  by  nine 
works.  I  have  usually  found  in  the  galleries  of  Europe 
much  more  of  this  vulgar  artist  than  I  could  desire, 
and  should  not  now  think  it  worth  while  to  find  space 
for  him  or  his  works,  were  not  '  The  Christ  before 
Caiaphas'  (746)  among  the  most  impressive  of  his  pro- 
ductions. The  general  conception,  almost  as  a  matter  of 
course,  is  superior  to  the  execution  and  the  colour ;  the 
latter  struck  me  as  especially  poor  and  disagreeable. 
Repetitions  of  this  effective  composition,  which  is  said 
to  have  made  the  artist's  renown,  are  found  in  Rome, 
Vienna,  and  London.  My  notes  do  not  enable  me 
to  say  which  of  the  four  examples  is  the  best.  Van 
der  Werff,  an  Italianized  Dutchman,  I  have  seldom  seen 
better  save  in  Dresden.  Here  also  must  be  mentioned 
Poelemburg,  because  conspicuous  by  eleven  pictures, 
of  which  one  ranks  as  the  largest  and  most  ambitious 
known,  otherwise  I  should  willingly  have  excluded 
wholly  so  hybrid  an  artist.  This  production,  '  The 
Repose  of  the  Holy  Family'  (757),  is  as  a  matter  of 
course  poor  in  colour  and  execution  :  it  is  the  genre 
of  religious  art.  The  picture  with  others  of  the  kind 
was  acquired  for  the  Hermitage  by  Catherine  H. 

The  small  Dutch  masters  flock  into  the  Hermitage 
in  crowds.  By  Gerard  Dow,  for  example,  are  twelve 
pictures,  a  number  exceeded  only  in  Dresden^,  Munich, 
and  Paris.  The  marvellous  finish  of  these  miniature 
panels  may  be  understood  by  a  simple  anecdote  : 
Sandrart  relates  that  on  visiting  Gerard  Dow  with 
Peter  de   Laar,   the  pains    bestowed    on    a   broomstick 
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was  much  commended,  whereupon  Dow  rephed  that 
he  had  still  to  give  it  three  days  more  work.  One 
of  the  examples  in  the  Hermitage,  'An  Old  Rabbi' 
(907),  is  exceptional  inasmuch  as  the  manner  shows 
the  largeness  of  the  painter's  master,  Rembrandt.  '  An 
Old  Woman'  (858)  by  Maas  is  another  instance  of  how 
old  women  of  both  sexes  were  glorified  in  the  school 
of  Rembrandt.  Dow  entered  the  atelier  of  Rembrandt 
at  the  age  of  fifteen.  An  old  Rabbi  is  known  to  have 
been  then  a  favourite  model,  probably  therefore  the 
above  head  in  the  style  of  the  master  was  painted 
during  years  of  pupilage.  Dow,  like  Rembrandt,  seems 
to  have  been  enamoured  with  his  own  face,  several 
repetitions  of  his  well-known  physiognomy  are  to  be 
found  in  the  Hermitage,  in  Dresden,  in  the  National 
Gallery,  in  the  Bridgewater  Gallery,  &c.  The  pecu- 
liarity of  the  version  in  St.  Petersburg  is  that  it  bears 
a  date  which  would  bring  the  painter  to  the  fifty-second 
year  of  his  age,  while  the  features  retain  the  younger 
aspect  of  thirty.  It  is  naturally  supposed  that  this 
and  other  like  portraits  are  repetitions  from  an  earlier 
picture.  We  may  imagine  Dow's  head,  by  no  means 
ugly,  set  up  perpetually  on  an  easel  in  his  studio,  and 
just  as  an  Italian  painter  might  multiply  the  figure 
of  a  favourite  saint,  so  would  a  Dutchman  serve  cus- 
tomers with  a  portrait  of  his  own  person  in  the  act 
of  playing  a  violin  or  smoking  a  pipe,  as  the  case 
might  be.  When  sacred  art  was  secularized,  a  tobacco- 
pipe  might  fitly  take  the  place  of  a  palm-branch,  and 
a  besom  or  a  kettle  become  as  precious  as  the  offerings 
of  the  Three  Kings.  'Two  Young  Girls  at  a  Bath' 
(910-912),  also  a  youth  undraped  (911),  show  better 
drawing  of  the  figure  than  could  have  been  expected. 
These  three  small  companion  pictures  have  been  called 
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'les  pedes  de  Gerard  Dow.'  'The  Doctor'  (903)  is  more 
in  the  painter's  usual  hne ;  of  the  many  renderings  of 
this  subject  I  know  of  none  better :  replicas  are  found 
in  the  Belvedere,  Vienna,  and  in  the  Leuchtenberg 
Gallery,  St.  Petersburg.  Also  of  first-rate  quality  are 
two  versions  of  'The  Herring  Merchant'  (904,  905), 
both  formerly  in  the  Cassel  Gallery ;  likewise  equally 
fine  are  'The  Thread-winder'  (909)  and  'The  Reader' 

(913). 

Of  Frans  Mieris,  called  by  Dow  the  prince  among 
his  pupils,  there  is  not  much  to  say,  yet  I  have  marked 
for  superlative  praise  three  masterpieces  :  two  of  these 
are  engraved,  indeed  I  may  here  observe  that  the 
majority  of  the  works  in  the  Hermitage  have  been 
reproduced  in  some  form,  mostly  as  might  be  expected 
before  they  reached  St.  Petersburg.  Metzu,  another 
follower  of  Dow,  has  one  picture  without  merit,  three 
of  medium  merit,  and  one,  '  The  Breakfast'  (880),  from 
Malmaison,  of  first-class  merit.  Tol  and  Schalcken, 
also  followers  of  Dow,  are  likewise  seen  in  this  ex- 
haustive collection.  Terburg,  who  belongs  to  the  same 
time  and  school,  asserts  his  presence  by  three  of  his 
most  brilliant  specimens  of  white  satin,  nothing  could 
be  more  perfect  of  the  kind.  Caspar  Netscher,  the 
pupil  of  Terburg,  paints  somewhat  in  the  manner  of 
Sir  Peter  Lely  a  portrait  of  interest  to  us  in  Eng- 
land— 'Marie  Stuart' (882),  daughter  of  James  H,  and 
afterwards  consort  of  William  HI.  De  Hooghe,  the 
greatest  master  of  bright  sunlight  and  quiet  shade,  is 
supreme  in  'The  Aged  Lacemaker'  (862).  This  was  one 
of  the  many  acquisitions  made  by  Catherine  H. 

Jan  Steen,  notwithstanding  his  vulgarity,  calls  for 
prominent  notice.  Here  are  eight  of  his  compositions, 
a  larger  number  than  is  met  with   in  any  one  of  the 


SMALL  DUTCH  PALNTERS.  237 

ten  principal  galleries  In  Europe  :  the  Hague  boasting 
of  only   six.     This  jolly   tavern-keeper  was   certainly 
more  at  home  in  card-playing,  love-making,  and  drink- 
ing-bouts   than    in    such     subjects    as    'Esther    before 
Ahasuerus'  (895).     The  composition  is  little  short  of  a 
burlesque,  though   the  artist   goes   out   of  his  way  to 
approach  high  life  and  gain  decorative  details.     Steen 
is   quite  himself  again  among  Topers  in  a  rustic  room 
(898)  ;    also   scarcely   to    be    surpassed    in    the    vulgar 
line  is  a  peasants'  marriage  (901).     The  artist,  as  was 
his    liking,    introduces    himself    among    the    company : 
Steen  is  seen   in  the  character  of  a  peasant  playing  on 
the  tymbal  to  a  crowd  of  drinking  and   riotous  boors. 
This  too   is    in  the  taste  of   Brower,  of  whom    unfor- 
tunately there  are  five  examples  ;   one,  a  low  scene  of 
peasants   smoking   and    carousing,  has  not    often    been 
surpassed.     Two  Ostades  are  present,  Adrian  the  most 
famous,  and  Isaak  his  brother  and  pupil :  by  the  former 
are  sixteen  specimens  after  the  usual  manner :  specially 
may   be    mentioned    as    small   conceits   'Touch'  (956), 
'Sight'  (957),  and  'Taste'  (958),  being  part  of  a  highly 
wrought  series  known  as  '  The  Five  Senses.'     The  idea 
is  poor  and  tends  to  vulgarity.     Bega,  a  pupil  of  Adrian 
Ostade,  and  as  far  as  I  have  observed  a  scarce  artist, 
is  seen  to  much  advantage  in  two  characteristic  subjects 
taken  from  low  life. 

I  fear  the  reader  may  be  weary  of  this  interminable 
catalogue  of  Dutchmen  who  are  bound  to  be  much 
alike  all  the  world  over.  But  to  omit  Paul  Potter  is 
impossible.  I  have  been  twice  to  the  Hague  to  see 
the  great  bull,  and  yet  I  had  still  to  travel  to  St. 
Petersburg  to  appreciate  Potter  fully.  I  am  thankful 
to  say  that  in  the  Hermitage  there  is  nothing  in  size 
approaching   to  the   much  overrated  bull,  which,  save 
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in  the  head,  is  painted  in  a  heavy  and  mechanical 
fashion.  Not  so  the  cow,  here  ruminating  in  a  beautiful 
landscape  (1051):  with  reason  this  highly-finished  panel 
has  been  regarded  by  many  as  the  artist's  master-piece. 
The  pedigree  is  interesting  and  complete.  It  is  amusing 
enough  to  read  that  the  picture  was  in  the  first  place 
refused,  though  painted  on  commission,  because  the 
cow  was  not  liked.  The  changing  fortunes  of  this 
chef-d'oeuvre  are  as  follows.  In  the  year  1750  it 
became  the  property  of  the  King  of  Sweden  ;  in  1806 
it  fell  into  the  hands  of  Napoleon  I,  who  presented  it 
to  Josephine ;  thence  from  the  Gallery  of  Malmaison 
it  was  purchased  for  the  Hermitage  at  the  large  yet 
moderate  sum  of  190,000  francs,  the  estimated  value 
having  been  250,000  francs.  The  enthusiasm  awakened 
in  me  when  I  first  came  upon  this  mere  cow  picture 
may  seem  ridiculous  to  those  who  do  not  know  the 
delight  given  by  supreme  art  quality  irrespective  of 
subject  matter ;  great  is  the  pleasure  of  seeing  a  simple 
piece  of  nature  transcribed  truthfully  and  lovingly. 
Here  cows  are  enjoying  the  sunshine,  and  men  and 
women  are  quietly  working  as  if  labour  was  its  own 
reward  ;  the  whole  scene  is  as  a  page  taken  from  nature 
or  as  a  story  written  in  a  book.  Turning  to  the  exe- 
cution, I  would  say  that  the  handling  is  simply  the 
perfect  medium  by  which  nature  speaks  through  art. 
Next  in  importance  comes  a  simple  landscape  (1056), 
the  most  elaborate  tree  study  I  know  by  Potter.  Then 
there  is  'The  life  of  the  Hunter'  (1052),  a  composition 
which  I  look  upon  chiefly  as  a  curiosity.  Here  in  suc- 
cessive scenes  incidents  of  the  chase  are  depicted  graphi- 
cally, even  comically.  It  cannot  say  much  for  the  art 
discrimination  of  either  Goethe  or  Waagen  that  this 
late   and    inferior   product    obtains   from    these    critics 
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the  warmest  eulogy.  Infinitely  finer  is  a  wolf-dog  the 
size  of  nature  (1055),  indeed  for  mastery,  for  sketchy, 
offhand,  yet  complete  realism,  I  do  not  scruple  to  say 
that  this  life-size  dog  is  superior  to  the  full-size  bull 
of  the  Hague.  Again  we  have  a  pedigree  long  and 
reliable  as  the  family-tree  of  an  old  house.  After 
many  vicissitudes  the  picture  was  acquired  for  the 
Malmaison  Collection,  and  thence  of  course  the  transit 
to  St.  Petersburg  is  easily  understood.  It  may  seem 
too  much  to  say  that  I  felt  repaid  for  my  trouble  in 
taking  this  long  journey  to  Russia  when  I  discovered 
these  masterpieces  in  the  Hermitage.  An  animal 
painter  can  scarcely  justify  sublime  emotions,  no  one 
should  pretend  to  feel  quite  the  same  for  a  sheep  or 
a  cow  as  for  humanity.  Yet  a  saint  or  an  angel  ill 
painted  is  in  art  inferior  to  an  animal  well  painted. 
The  works  I  have  quoted  prove  once  more  Paul  Potter 
to  be  among  the  very  greatest  of  the  masters  who 
have  striven  for  simple  and  literal  truth  in  the  delinea- 
tion either  of  inanimate  nature  or  of  creatures  domes- 
ticated by  man.  Quietude  and  simplicity,  drawing 
firm  yet  undulating,  and  a  touch  plastic  and  liquid 
yet  crisp  and  sparkling,  constitute  a  technique  which 
leaves  little  to  be  desired.  Few  are  the  masters  and 
rare  the  works  which  merit  this  praise. 

I  cannot  affect  equal  enthusiasm  for  Wouverman, 
though  nowhere  except  in  Dresden  is  he  seen  so  pro- 
fusely. Only  Rubens  with  60  works  outnumbers  him 
in  the  Hermitage.  Wouverman's  contributions  to  Euro- 
pean galleries  are  numerically  as  follows  :  in  Dresden 
are  62  examples,  in  the  Hermitage  50,  in  Vienna  13, 
in  Munich  also  13,  in  Madrid  10,  in  London  none,  till 
the  purchase  of  the  Peel  Collection,  and  now  5.  It 
has   been   estimated   that   Wouverman    found   time    in 
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a  short  life  to  turn  out  of  hand  eight  hundred  pictures, 
most  of  which   are  supposed    to  contain  at  least   one 
white    horse,    but    such    haste    necessarily    impHes    in- 
equality,   accordingly    the    half    hundred    works    now 
before   me  are  of  very  varied    merit.     In    art    quality, 
as    in    numerical    strength,    I    incline  to    think    them 
rather    inferior    to    the    unexampled    display   in    Dres- 
den.     Many    were     acquired    in    the    time    of    Cath- 
erine:  others  are  from  the  Crozat  and  the  Briihl  Col- 
lections.     'The  Halt   of  Travellers'  (1017)    and    'The 
Dunes  of   Holland'  (1043)  are  of  great  beauty  in  the 
tender  greys  of  the  silvery  landscape ;    the  execution 
is    crisp  yet    liquid,   facile,   and    dexterous.     Often    the 
trees   are   most   delicate  and   detailed  in   pencilling  of 
stems  and   in  finish  of  foliage  ;    and  in  tone  and  exe- 
cution   exquisite  are  the  'The  Young  Bird   Catchers' 
(1037),  ai'-d  'The  Harvest  Gatherers'  (1041).    'The  Stag 
Hunt'  (1034),  which  is  regarded  as  a  cap'  opera,  was  it  is 
stated  purchased  for  the  Hermitage  at  the  price  of  20,700 
livres.     Peter  van  Laar,  to  whom  Wouverman  was  much 
indebted,  is  represented  by  only  one   product.     Jan  le 
Ducq,  somewhat  in  a  like  line,  has  here  his  largest  canvas, 
'  The  Halt  of  Troops  in  a  Grange'  (933).    In  quaHty  how- 
ever this  picture  is  inferior  to  a  smaller  panel,  a  'Guard 
Room'  (934).     Not  even  in  Munich  do  I  recall  a  more 
characteristic  product  of  this  scarce  and  choice  master. 

Italianized  Dutchmen,  more  popular  formerly  than 
now,  naturally  abound  in  the  Hermitage,  where,  as 
already  said,  late  styles  are  dominant.  Thus  Berchem 
has  16  works,  a  number  only  exceeded  in  Munich, 
where  are  18.  Dresden  follows  with  13,  Paris  with  ii, 
Turin  with  7,  and  London  with  2.  No  painters  have 
fagged  away  so  untiringly  as  Dutchmen ;  their  art 
was  so  much  a  mechanism,  that  they  needed  to  tax 
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the  mind  only  occasionally  for  a  thought.  Berchem 
was  one  of  the  most  industrious  of  these  painters,  and 
when  at  the  height  of  his  fame  he  is  said  to  have  sold 
his  labour  from  early  morning  till  four  in  the  afternoon 
for  ten  florins  a  day.  Such  grinding  drudgery  will 
account  for  much  servile  repetition.  And  yet  it  must 
be  admitted  that  during  his  lifetime  he  tried  varied 
manners ;  specially  to  be  admired  are  his  Italian  land- 
scapes with  shepherds,  shepherdesses,  ruins,  and  cattle, 
all  pleasantly  lighted  by  the  warm  glow  of  the  setting 
sun  ;  the  aerial  perspective  is  fine,  the  poetic  feeling, 
though  common-place,  is  agreeable.  Yet  compared 
with  Turner,  Berchem  is  a  teaboard  painter.  From 
Malmalson  comes  an  unaccustomed  subject,  large  though 
mediocre,  '  The  Angels  announcing  to  the  Shepherds  the 
Birth  of  the  Messiah'  (1070)  ;  the  picture  cost  the  Her- 
mitage 7000  francs.  'The  Rape  of  Europa' (1072),  to 
which  Dr.  Waagen  pays  tribute  as  holding  the  first 
place  among  Berchem's  life-size  pictures,  is  also  beyond 
the  painter's  power.  In  'Autumn'  (1073)  Berchem  also 
comes  out  in  an  unaccustomed  hne  ;  here  is  a  medley  of 
nudes,  goats,  and  angels.  'The  Halt  of  the  Hunters' 
(1076)  brings  the  artist  to  his  senses ;  though  now  black, 
some  have  taken  the  picture  to  be  the  artist's  master- 
piece, and  I  know  no  better.  It  is  needful  only  to 
add  one  more  example,  'Italy '  (108 1),  In  the  artist's 
popular  and  most  romantic  manner,  very  choice  of  its 
kind.  That  it  should  still  remain  In  doubt  whether 
Berchem  ever  entered  Italy  at  all  is  a  sad  satire  on 
these  Italian  compositions.  In  the  sister  art  of  poetry 
Lalla  Rookh  affords  an  analogous  case.  Tom  Moore 
had  never  been  to  the  East  when  this  Oriental  romance 
was  penned.  Karel  du  Jardin,  the  pupil  of  Berchem, 
and  the  emulator  of  Paul  Potter,  happened  to  die  in 
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Venice,  therefore  a  legitimate  Italian  parentage  to  his 
pictorial  offspring  cannot  be  questioned.  Indeed  Du 
Jardin  at  an  early  age  was  already  in  Rome,  where 
he  formed  his  style.  I  scarcely  know  of  a  more  de- 
lightful painter ;  Italians  are  apt  to  idealize  too  much^ 
but  this  Italianized  Dutchman  struck  the  happy  mean. 
'Cattle' (1086),  and  a  river  scene  in  the  Roman  Cam- 
pagna,  with  a  young  girl  of  the  country  who  has  just 
passed  the  stream  with  cows  and  sheep  following  (1090), 
are  both  in  the  best  manner  of  this  exquisite  artist, 
A  more  circumscribed  style  distinguishes  Jan  van  Goyen, 
a  painter  born  at  Leyden,  and  who  died  at  the  Hague  ; 
there  is  no  suspicion  that  his  native  art  was  infected 
by  the  idealism  of  Italy,  hence  to  the  last  it  remained 
true  to  the  sand-hills,  the  watery  meadows,  and  the 
ruminating  cattle,  with  a  grey  and  rainy  sky  above, 
which  continue  to  this  day  the  characteristics  of  his 
native  land.  'The  Dunes  near  Scheveningen '  (1127), 
*A  Winter  Landscape'  (1129),  and  'The  Meuse  near 
Dordrecht'  (1126),  have  each  the  habitual  charm  of 
this  simple  student  of  nature.  The  last  Dr.  Waagen 
names  as  the  chef-d'oeuvre  of  the  master,  from  which 
judgment  I  differ ;  the  work  is  only  chief  in  size.  Of 
this  winning  artist  we  have  unfortunately  no  example 
in  the  National  Gallery. 

Landscape  painting — only  the  Dutch  naturalism,  not 
the  grander  Italian  ideal — comes  out  capitally  in  the  Her- 
mitage. Ruysdael,  for  example,  is  remarkably  well  repre- 
sented, indeed  I  was  astounded  to  find  no  less  than  four- 
teen pictures  by  this  painter.  In  Dresden  I  know  him  to  be 
strong,  but  he  there  numbers  one  work  less,  and  the  average 
merit  is  lower.  Next  follows  Munich  with  ten  Ruysdaels, 
and  afterwards  driblets  lie  scattered  throughout  Europe, 
six   fair   specimens  falling   to  the  lot  of  our   National 
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Gallery.  'The  Marsh,'  in  the  midst  of  oak  trees,  in- 
cluding a  lovely  study  of  water-lilies,  resembling  a 
picture  lent  by  W.  Wells,  Esq.  in  1871  to  the  Exhibition 
of  the  Old  Masters  in  the  Royal  Academy,  has  with 
reason  been  designated  as  the  painter's  masterpiece. 
'Pay sage'  (1145)  is,  I  incline  to  think,  the  finest  of  the 
many  waterfalls  assigned  to  this  painter /(^r  excellence  of 
waterfalls.  The  relative  distances  have  varied  tone,  in 
other  words,  less  sacrifice  has  been  made  to  the  force 
which  resides  in  blackness.  '  Paysage  montueux  '  (i  147), 
an  engraved  work,  I  mention  as  quite  exceptional  in 
the  art  of  Holland,  a  country  unconscious  of  anything 
approaching  to  a  mountain  or  even  a  hill.  Ruysdael 
here  attains  the  grand  gloom  of  mountain  lands.  The 
picture  is  imposing  and  imaginative.  This  picture  would 
seem  to  fortify  the  conjecture  that  Ruysdael  gathered 
his  materials  in  Norway.  Hobbema,  the  usual  companion 
of  Ruysdael,  is,  strange  to  say,  all  but  absent,  yet  nothing 
can  be  accounted  strange  among  the  miraculous  draught 
of  fishes  caught  for  the  Hermitage ;  in  fact,  to  use  a 
vulgar  expression,  anything  that  comes  here  to  the  net  is 
fish.  Wynants,  whose  genuine  love  for  nature  gives  him 
a  place  in  English  and  foreign  collections  side  by  side 
with  Ruysdael  and  Hobbema,  has  landscapes  which 
would  in  Christie's  sale-rooms  attract  the  spectacles  of 
all  the  old  gentlemen  about  Town  ;  artists  too  would 
be  impressed  by  their  truth,  and  yet  in  the  Hermitage 
I  was  much  struck  with  the  absence  of  artists.  But  that 
is  an  old  story  ;  in  our  National  Gallery  Royal  Acade- 
micians are  seldom  seen,  not  because  they  have  nothing 
to  learn  intellectually,  but  nothing  to  gain  commercially. 
So  in  St.  Petersburg  the  many  artists  who  live  or  starve 
on  public  patronage  do  not  find  their  market  along  the 
the  strait  and  narrow  way  trod  by  the  old  masters. 

R  2 
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These  Dutch  masters  I  confess  bored  me  in  the 
Hermitage,  there  was  no  end  to  them.  Thus  no  sooner 
was  Teniers  ended  than  I  had  to  take  to  all  his  disciples, 
and  then  followed  landscape  artists,  and  now  a  word 
must  be  given  to  the  painters  of  interiors.  This  duty 
is  positively  incumbent,  because  if  the  Hermitage  is  to 
be  described,  fair  play  must  be  dealt  all  round.  By 
Steenwyck,  father  and  son,  both  beijig  present,  are  some 
conscientious  transcripts  of  Gothic  and  Italian  architec- 
ture (1195-1197) ;  and  by  Peter  Neefs,  the  pupil  of  the 
elder  man,  are  various  interiors  (i  198-1201)  which  any- 
where but  in  the  Hermitage  would  have  long  ago 
acquired  European  reputations.  Really  here  one  reputa- 
tion kills  another,  there  is  no  room  for  all  even  in  the 
most  capacious  of  memories.  Italian  pictures  may  each 
obtain  in  the  mind  a  separate  niche,  but  as  for  these 
Dutch  duodecimos  of  the  smallest  thoughts,  even  pigeon- 
holes are  wanting  in  the  most  voluminous  of  intellects. 
Jan  van  der  Heyden,  who  has  sometimes  been  called  the 
Gerard  Dow  of  architecture,  and  whose  works  in  English 
collections  have  told  with  excellent  effect  among  the  Old 
Masters  in  the  Royal  Academy,  is  uncommonly  well 
represented  in  the  Hermitage.  Here  are  eight  pictures, 
which  is  double  the  number  found  in  Dresden  and  more 
than  the  total  in  eleven  of  the  principal  galleries  of  Europe. 
It  has  been  justly  said,  that  this  painter  knew  how  to 
reconcile  an  infinite  detail  with  a  keeping  and  a  collec- 
tive effect,  which  accorded  precisely  with  nature  as  seen 
through  a  diminishing  glass.  Of  such  mechanical  merit 
yet  indescribable  charm  are  '  Un  Chateau'  (1200),  and  *  La 
rue  interieur  de  la  ville  de  Cologne'  (1207).  The  land- 
scape painter  Both  is  poorly  represented,  but  Pynacker, 
who  also  studied  in  Italy,  appears,  as  ever,  brilliant  in 
atmosphere  after  the  manner  of  southern  schools. 
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Snyders  has  fourteen  pictures  in  the  Hermitage,  a  total 
vastly  in  excess  of  the  number  in  any  other  gallery 
except  Madrid.  In  the  numerical  representation  of  this 
master,  the  Museums  of  Europe  stand  in  the  following 
order  :  Madrid  has  twenty-two  works,  St.  Petersburg 
fourteen,  Paris  and  Dresden  each  eight,  Berlin  seven, 
Turin  six,  London  none.  Snyders  though  coarse  had 
great  power  :  his  friend  Rubens  scarcely  surpassed  him 
in  force  or  action.  Snyders,  Rubens,  Vandyck,  and 
Jardaens  were  close  friends,  they  painted  much  together, 
their  several  styles  assimilated  ;  Rubens  put  figures  into 
the  animal  pictures  of  Snyders,  and  in  turn  Snyders 
painted  animals  for  Rubens,  though  Rubens  was  the 
greater  animal  painter  of  the  two.  Four  large  com- 
positions which  display  Snyders  in  his  most  repulsive 
aspects,  were  purchased  by  Lord  Walpole  from  the 
celebrated  connoisseur  Triest,  bishop  of  Bruges,  who  had 
given  the  commission  to  the  painter.  The  pedigree 
therefore  is  direct  and  undoubted.  I  cannot  say  that 
the  quality  of  these  famous  works  is  commensurate  with 
their  size.  'The  Fruiterer's  Shop'  (1312)  could  have 
been  painted  better  by  the  late  George  Lance.  '  The 
Greengrocer's  Establishment'  (13 13)  commends  itself  by 
cabbages  larger  than  life.  'The  Fishmonger's  Stalls'(i3i4- 
1320)  is  not  particularly  savoury,  and  yet  perhaps  of  four 
large  scenes,  one  devoted  to  Fruit,  another  to  Vegetables, 
a  third  to  Game,  and  a  fourth  to  Fish,  this  last  is  the 
best.  It  is  evident  that  these  four  shops  carried  on  as 
roaring  a  trade  as  Snyders  himself,  the  artist  painted 
wholesale  and  traded  wholesale.  I  shall  never  forget 
the  astounding  effect  produced  by  these  sign-board 
pictures,  as  they  hang  in  the  large  handsome  hall  known 
as  the  Snyders  Gallery.  The  smaller  pictures  are  the 
best :  thus,  amazingly  clever  is  the  study  of  the  heads  of 
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four  cats  mewing  (13^3),  also  '  The  Concert  of  the  Birds' 
(1324).  The  last  has  been  rightly  regarded  as  one  of  the 
most  remarkable  efforts  of  this  artist,  who,  as  a  rule,  had 
but  a  dim  insight  into  the  finer  instincts  of  birds  or 
beasts :  he  painted  the  carcase,  the  hide,  the  fur,  the 
plumage,  but  not  the  intelligence.  Herein  Snyders  falls 
far  short  of  Landseer.  This  Bird  Concert  was  fitly  in 
the  collection  of  the  sculptor  Gibbons,  himself  a  lover  of 
birds,  trees,  and  flowers  ;  it  then  passed  into  the  Walpole 
Gallery.  This  fanciful  composition,  like  many  of  its  com- 
panions, has  been  engraved,  a  tribute  to  the  artist's 
popularity.  Vos,  the  imitator  of  Snyders,  has  several 
pictures,  which  might  easily  pass  for  the  master's.  Fyt  is 
another  painter  in  the  provision  hne  ;  'Fruit'  (1334),  and 
'Trophies  of  the  Chase'  (1336),  are  good  examples  of 
this  dead-alive  art.  WeCnix  is  also  capital  in  his  way, 
his  hares,  partridges,  and  peacocks  (1347,  1348)  are 
certainly  very  superior  commodities.  Still-life,  including 
flowers,  fruits  &c.,  are  painted  to  perfection  by  Huysum 
(1378, 1379);  there  are  also  good  examples  in  the  same 
line  by  Heem,  Mignon,  and  Os.  In  fact  the  Hermitage 
is  well  stocked  with  what  may  be  called  conservatory 
or  market  -  garden  wares.  The  Russians  are  known 
to  have  a  passion  for  flowers ;  when  snow  is  on  the 
ground,  and  ice  upon  the  river — halls,  staircases,  and  re- 
ception rooms  are  gay  as  gardens.  The  Russians  too 
are  fond  of  the  chase  ;  the  present  Emperor  is  a  bold 
huntsman.  Thus  Rubens,  Snyders,  Weenix,  Huysum, 
and  Heem,  fittingly  find  prominent  place  within  the 
Hermitage. 

The  German  School  in  the  time  of  the  decadence  in 
the  seventeenth  and  eighteenth  centuries,  is  seen  by 
accustomed  works.  Thus  there  are  a  couple  of  large 
landscapes  with  animals  (1280,  1281)  by  Rosa  di  Tivoli ; 
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then  comes  Denner  with  the  famihar  head  of  an  old 
woman,  probably  a  stock  model  (1286) ;  Dietrich,  another 
painter  of  last  century,  is  seen  to  succeed  indifferently 
well  with  high  art  and  low  art  alike  ;  '  The  Repose  in 
Egypt'  (1291),  and 'A  Roman  landscape  with  cows' (1295), 
are  equally  within  his  sphere  ;  his  pictures  are  some- 
times pretty,  a  '  Mother  and  Child '  in  Dresden  is  an 
agreeable  genre  treatment  of  a  sacred  theme.  Raphael 
Mengs  took  a  loftier  flight ;  '  St.  John  preaching  in  the 
Desert'  (1298)  is  at  once  effective  and  vulgar:  there  are 
other  weak  and  pretentious  efforts  of  this  mistaken 
painter,  who  seems  to  prove  by  his  egregious  failures  the 
impotence  of  grand  theories  in  the  studio.  But  I  was 
not  displeased  to  find  here,  in  the  remote  region  of 
Russia,  the  finished  sketch  for  the  fresco  of  Parnassus, 
called  in  the  catalogue  '  The  Apotheosis  of  a  Poetess ' 
(1300).  This  work  got  into  the  collection  of  Lebrun  the 
expert,  whence  it  was  purchased  for  the  Hermitage  at 
the  sum  of  1000  francs.  I  have  often  in  the  Villa 
Albani  gone  to  the  fresco,  of  which  this  is  the  study,  in 
order  to  judge  what  Mengs  at  his  best  could  do  ;  the  art 
is  effete,  a  compilation  and  a  compromise  not  to  be 
tolerated  in  these  days,  when  sincerity  of  purpose  and 
direct  appeal  to  nature  are  tests  of  truth,  taste,  and 
talent.  This  composition,  as  far  as  I  have  been  able  to 
observe,  is  the  masterpiece  of  Mengs.  The  Hermitage,  it 
may  be  added,  possesses  more  works  by  Mengs  than 
any  other  gallery.  Angelica  Kaufmann  fitly  brings  this 
classic  eclecticism  to  extinction.  This  elegant  lady  has 
obtained  a  wide  geographic  distribution.  I  recently 
found  in  Dublin  that  she  had  decorated  mansions. 
Then  in  the  Dresden  Gallery  she  is  known  by  a  grace- 
ful sympathetic  composition  of  Ariadne.  In  Vienna 
also    are    pictures   which  have   struck    me    as    among 
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her  best,  they  only  want  the  touch  of  nature,  the 
fire  of  genius.  In  the  Hermitage  are  three  pictures 
by  this  artist  of  feminine  grace,  and  feminine  weak- 
ness. 

It  has  been  often  said  that  among  Continental  galleries 
the  Hermitage  alone  admits  the  English  school :  '  Ecole 
Anglaise '  appears  in  the  catalogue,  and  obtains  space  on 
the  printed  plan  of  the  gallery.  Yet  what  appearance 
does  it  make  ?  Dawes,  a  second-rate  portrait  painter, 
worked  in  Russia,  was  appointed  artist  to  the  Court, 
became  member  of  the  Academy  at  St.  Petersburg,  and 
several  of  his  portraits  are  present.  There  are  also  por- 
traits by  Walker,  Dobson,  and  Kneller,  and  historic  land- 
scapes by  Jones.  The  victory  gained,  if  victory  it  be,  is 
that  three  pictures  by  Reynolds,  of  more  than  usual  am- 
bition, are  still  hanging  in  the  Hermitage.  Reynolds 
received  in  the  year  1785  a  commission  from  Catherine. 
We  are  told  by  Northcote,  '  that  he  debated  long  with 
himself  on  what  subject  to  fix  which  might  be  compli- 
mentary to  the  Empress,  and  at  first  was  heard  to  say 
that  he  would  paint  the  procession  of  our  great  Queen 
Elizabeth,  when  she  visited  her  camp  at  Tilbury,  in  the 
time  of  the  threatened  Spanish  invasion.'  But  at  last  he 
made  choice  of 'The  Infant  Hercules  overcoming  the  Ser- 
pents when  in  the  cradle,'  as  the  most  fit,  in  allusion  to 
the  great  difficulties  which  the  Empress  had  to  en- 
counter in  the  civilisation  of  her  empire,  arising  from 
the  rude  state  in  which  she  found  it.  Walpole  had  sug- 
gested as  a  suitable  subject,  '  Peter  the  Great  at  Dept- 
ford,  exchanging  his  own  dress  for  a  ship-carpenter's 
suit,  before  he  went  to  work  in  the  dockyard.'  Perhaps 
in  the  preference  given  to  Hercules,  Reynolds  was  fired 
once  more  with  the  ambition  to  enact  Michael  Angelo. 
Leslie   says,  'the   attitude   of  the   little    Hercules   was 
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suggested  by  an  old  German  woodcut,  in  a  book  now  in 
my  possession,  but  which  formerly  belonged  to  Sir 
Joshua.  All  that  is  finest  in  the  figure,  however,  is 
quite  his  own.'  Many  children  sat  for  the  Hercules. 
Mr.  Tom  Taylor  speaks  of  the  progress  of  the  picture 
as  follows  : 

'  1787.  During  the  whole  of  this  year  Sir  Joshua  was  hard  at  work  on 
the  Hercules.  He  was  assiduous  in  his  use  of  the  model ;  but  his  want  of 
methodic  skill  and  assured  knowledge  told  heavily  in  a  work  of  this  scale 
and  character.  As  he  used  to  say  himself  of  the  picture,  "  there  are  ten 
under  it,  some  better,  some  worse."  The  plain  truth  is,  that  Reynolds  was 
not  qualified  for  such  a  work  ;  but  there  was  no  painter  of  his  time  of 
whom  the  same  thing  might  not  be  said.' 

Fortunately  Russia  had  then  no  living  painter  who 
could  do  better.  Brullof,  who  deservedly  won  European 
renown  by  the  grand  composition  now  in  the  Hermitage, 
'  The  last  day  of  Pompeii,'  did  not  come  till  a  generation 
later.  'The  Infant  Hercules'  Vv^as  placed  over  the 
chimney-piece  in  the  exhibition  of  the  Royal  Academy 
in  1788,  and  notwithstanding  its  shortcomings,  now  pain- 
fully felt  when  brought  into  competition  with  the  great 
historic  works  in  the  Hermitage,  Northcote  was  able  to 
declare  that  'it  had  the  most  splendid  effect  of  any 
picture  he  ever  saw.'  Barry  also  says,  'nothing  can 
exceed  the  brilliancy  of  its  light  or  the  force  of  its 
effect.'  The  picture  was  engraved  in  mezzotint  before 
it  left  for  Russia,  and  the  artist  received  in  recompense 
fifteen  hundred  guineas.  On  reaching  St.  Petersburg  the 
story  goes  that  when  the  packing-case  was  unscrewed, 
none  present  could  determine  wh'ich  side  of  the  picture 
it  was  intended  should  be  hung  uppermost ;  however 
the  Empress  fortunately  was  well  satisfied.  Two  copies 
of  Sir  Joshua's  Discourses,  one  in  English,  the  other  in 
French,  she  had  received  with  the  picture  at  her  request. 
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Shortly  afterwards  the  Russian  Ambassador  in  London 
waited  on  Sir  Joshua  and  presented  him  with  a  gold 
snuff-box,  on  which  was  the  portrait  of  the  Empress 
enriched  with  very  large  diamonds.  The  portrait  is 
described  as  a  basso-rilievo  :  Catherine  herself  writes, 
'It  is  of  a  composition  made  at  my  Hermitage.'  The 
great  interest  taken  by  Catherine  in  the  formation  of 
her  collections,  as  well  as  the  desire  she  felt  to  add  to 
her  knowledge  of  art,  is  further  attested  by  the  gratify- 
ing communication  made  by  the  ambassador.  The  letter, 
signed  by  the  Empress,  contains  the  following  passage, 
one  proof  among  many  that  the  Sovereigns  of  Russia 
have  taken  the  trouble  to  make  themselves  acquainted 
with  the  art  literature  of  Europe : 

'  I  have  read,  and  I  may  say  with  the  greatest  avidity,  those  Discourses 
pronounced  at  the  Royal  Academy  of  London  by  Sir  Joshua  Reynolds, 
which  that  illustrious  artist  sent  me  with  his  picture  :  in  both  productions 
one  may  easily  trace  a  most  elevated  genius.  I  recommend  to  you  to  give 
my  thanks  to  Sir  Joshua,  and  to  remit  him  the  box  I  send  as  a  testimony  of 
the  great  satisfaction  which  the  perusal  of  his  Discourses  has  given  me,  and 
which  I  look  upon  as  perhaps  the  best  work  that  ever  was  written  on  the 
subject.' 

(signed)    CATHERINE. 

St.  Petersburg,  ISIarch  5,  1 790. 

The  Czarina  also  purchased  'The  Continence  of  Scipio;' 
the  Hermitage  likewise  contains  a  reclining  Venus,  half 
hiding  her  face  with  her  right  hand,  and  Cupid  at  her 
side  ;  this  last  is  a  replica  of  *  The  Snake  in  the  Grass.' 
These  three  pictures  belong  to  the  closing  years  of  the 
artist's  life ;  indeed  it  was  the  painter's  executors  who 
received  the  purchase  money  for  'The  Infant  Hercules.' 
These  performances  have  made  very  opposite  impressions 
on  various  travellers  and  critics  :  thus  the  amiable,  easy- 
going Dr.  Waagen  says,  that  'The  Hercules'  need  not  fear 
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comparison  With  the  magnificent  pictures  by  Rembrandt. 
Mr.  Walter  Thornbury,  on  the  contrary,  received  a  most 
unfavourable  impression  from  the  works  of  Reynolds, 
when  brought  into  competition  with  the  great  Venetian 
and  Dutch  colourists.  I  think,  however,  it  may  be 
pleaded  that  no  other  modern  painter  would  suffer  less 
cruelly  from  this  severe  ordeal.  Yet,  I  feel  it  to  be  un- 
fortunate that  Reynolds  should  be  tested  by  the  standard 
of  historic  composition  :  portraits  would  have  done  him 
more  justice :  indeed  Reynolds  is  known  to  have  in- 
fluenced the  art  of  portrait  painting  in  Russia.  A 
picture  by  D.  Lavitski  in  the  palace  of  Tsarskoe  Selo  is 
in  fact  worthy  of  the  school  of  Reynolds. 

The  French  Gallery  is  situated  in  the  old  part  of  the 
Hermitage:  the  rooms, which  command  a  lovely  panorama 
of  the  Neva,  were  occupied  by  the  Prince  of  Wales  at 
the  time  of  the  coronation.  Some  of  these  apartments 
are  rich  in  jasper,  mosaic-work,  &c.  The  collection, 
numbering  171  pictures,  is  only  second  to  the  Louvre: 
the  chief  masters,  Nicolas  Poussin  and  Claude,  are 
represented  by  twenty-two  and  eleven  pictures  re- 
spectively, hardly  any  master  of  importance  is  wanting, 
and  there  are  even  some  names  present  which  cannot 
be  found  in  the  Louvre.  A  principal  picture  by  Poussin 
is  'The  Triumph  of  Neptune  and  Amphitrite'  (1400). 
'  No  finer  work  of  the  master,'  says  Dr.  Waagen,  '  is  to  be 
found  in  the  Louvre.'  '  Moses  striking  the  Rock'  (i394), 
from  the  Walpole  collection,  and  engraved  thrice,  is  the 
best  of  four  renderings  of  the  same  subject.  By  Caspar 
Poussin  appear  several  landscapes,  all  from  the  Walpole 
Gallery.  The  eleven  pictures  by  Claude  are  naturally 
unequal,  of  some  I  thought  slightingly :  the  most  noted 
are  four,  of 'Morning'  (1429),  'Noon'  (1428),  'Evening' 
(1430),  and  'Night'  (1431)  ;  each  composition  consists  of 
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a  general  landscape,  with  a  special  scriptural  incident,  such 
as  'The  Flight  into  Egypt.'     The  figures  are  by  Filippo 
Lauri.      Of  Lesueur  no  gallery  excepting  the  Louvre 
boasts  of  so  many  examples  as  the    Hermitage.     The 
Walpole  and  Crozat  collections  chiefly  furnish  the  spe- 
cimens, among  which  are  conspicuous  '  The  Martyrdom 
of  St.  Stephen'  (i449),  '  Moses  in  the  BuUrushes'  (i444), 
and  'Darius  Hystaspes  at   the   Sepulchre  of   Nitocris,' 
(1450).     Lesueur,  extravagantly  extolled  as  scarcely  in- 
ferior to  Raphael  by  Victor  Cousin  in  his  Philosophy  of 
the   True,  the  Beautiful,  and   the  Good,  never  fails  to 
show  himself  weak  and  pretentious.      Le  Brun,  although 
much  thought  of  in  Russia,  is  not  fairly  represented  in 
the  Hermitage.     By  Mignard  no  gallery  excepting  the 
Louvre  displays  such  important  compositions  as  'Jeph- 
thah  and  his  Daughter'  (1455),  and  'Alexander  in  the 
Tent  of  Darius'  (1456) ;  the  latter  once  belonged  to  the 
notorious  Duchess  of  Kingston.     Examples  are   found 
of  Boucher,  Valentin,  the  brothers  Le  Nain,  Francois  de 
Troy,  and  Nattier.     In  a  smaller  apartment  are  fittingly- 
disposed    cabinet-pictures    by   Watteau,    Lancret,    and 
Chardin.      In    an  adjoining    room    may  be  seen    'The 
Death  of  the  Paralytic'  (1520),  one  of  the  most  cele- 
brated compositions  by  Greuze  ;  also  a  group  of  children 
round  a   cask  used  as  a  table   (15 16),  one  of  the  most 
telling  compositions  by  Fragonard.     By  Courtois,  called 
Le  Bourguignon,  the  greatest  French  battle-painter  of 
the  seventeenth  century,  are  several  characteristic  com- 
positions.     The    Hermitage   possesses   more   numerous 
and    better  works   by   Joseph  Vernet   than    any   other 
gallery  excepting   the  Louvre ;   '  Sea   Coast,'   '  View  of 
Palermo,'  '  Sea  Storm,'  are  titles  which  sufiiciently  sug- 
gest the  agreeable  mannerism  and  the  dramatic  plati- 
tudes of  this  over-rated  artist.      Here  in  conclusion  may 
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be  mentioned  Hubert  Robert,  a  capital  architectural 
painter  greatly  employed  by  Catherine.  The  works 
executed  for  the  empress  are  among  his  best  efforts. 
Among  the  number  are  '  The  Ruins  of  the  Temple  of 
Concord  at  Girgenti'  (1564). 


CHAPTER   IX. 

ST.  PETERSBURG  :    THE   KERTCH   ANTIQUITIES   AND 

THE   MISCELLANEOUS   COLLECTIONS   IN   THE 

HERMITAGE. 

A  COLLECTION  of  Artists'  Drawings  was  naturally 
deemed  essential  to  the  Hermitage.  The  great  Cathe- 
rine made  a  commencement  by  the  purchase  of  the 
cabinet  of  designs  from  the  Comte  de  Briihl,  at  the  time 
she  acquired  the  Briihl  pictures.  This  cabinet  was 
composed  of  about  600  drawings  of  divers  schools,  which 
are  now  contained  in  twelve  portfolios.  Catherine  made 
additions,  and  then  followed  purchases  under  Paul  I. 
The  collection  has  since  reached  a  total  of  11,880 
drawings,  of  which  547  of  the  most  interesting  are  shown 
in  frames  and  cases.  The  rest,  which  are  kept  in  port- 
folios, are  accessible  to  amateurs  on  application  to  the 
keeper.  The  French  masters  dominate :  thus  Callot 
alone  is  represented  by  1067  designs.  Important  also 
are  132  historic  portraits  in  crayons,  executed  by  Daniel 
Dumoustier  and  his  pupils.  They  include  Francis  I, 
Charles  IX  and  Queen  Eleonore,  Claude,  Catherine  and 
Marie  de  Medicis,  Marie  Stuart,  Marguerite  de  Valois, 
&c.  The  collection  further  comprises  views  of  towns, 
historic  scenes,  architectural  projects,  &c.,  many  of 
which  are  of  value  to  the  archaeologist  and  the  historian. 
Among  the  number  are  112  views  of  Finland,  the  Crimea, 
and  Esthonia,  by  the  painter  C.  F.  de  Kiigelgen,  who 
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died  at  Revel  in  1832  ;  also  seventy-eight  views  of  the 
Crimea,  Turkey,  and  Switzerland,  by  M.  M.  Iwanow? 
professor  of  painting  in  the  Academy  of  St.  Petersburg  ; 
likewise  fifty-eight  views  of  the  city  of  Moscow  and  its 
environs,  by  the  Russian  painter  F.  Y.  Alexeiew. 
Among  Italian  masters  there  are  drawings  put  down  to 
Mantegna,  Da  Vinci,  Raphael,  Michael  Angelo,  Titian, 
&c.  For  the  most  part  these  examples  are  unimportant 
if  not  problematical. 

The  Collection  of  Gems,  one  of  the  very  largest  in 
existence,  is  arranged  in  glass  cases,  in  a  spacious  and 
handsome  room.  Unfortunately  there  is  neither  guide 
book  nor  catalogue,  and  the  classification  being  accord- 
ing to  subject-matter,  and  not  by  dates  or  styles,  the 
student  finds  himself  bewildered  in  a  medley  of  antique, 
cinque-cento,  and  modern  works.  This  immense  collec- 
tion— in  1794  Koehner  rated  the  number  at  10,000 — has 
been  made  up  from  many  sources  at  various  times. 
Among  the  most  important  acquisitions  was  the  renowned 
cabinet  of  the  Duke  of  Orleans.  More  recently  the 
collections  of  General  Hitroff  and  the  banker  Doeppler 
have  been  added.  The  arrangement  is,  as  I  have  said, 
based  exclusively  on  subjects,  among  which  are  con- 
spicuous, Roman  emperors,  Hercules,  Socrates,  Venus, 
Silenus,  Fauns,  Bacchanals,  Leda,  Diana,  Queen  Eliza- 
beth, and  Cromwell.  Some  of  these  characters  are  in 
great  number.  I  regret  that  I  have  neither  space  nor 
knowledge  to  attempt  a  lengthened  criticism.  Days  and 
weeks  were  needed  for  an  examination  and  a  volume  for 
a  description  of  the  collection.  I  am  disappointed  to 
find  that  Mr.  King,  in  his  work  on  '  gems,'  makes  no 
mention  of  St.  Petersburg ;  apparently  he  has  not  seen 
the  Hermitage. 

The  Collection  of   Coins   is  quite  as   extensive   and 
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remarkable  as  that  of  gems.  And  here  again  the 
stranger  is  struck  with  the  ample  space  at  command. 
In  St.  Petersburg,  as  in  Munich,  the  city  and  its  public 
edifices  are  planned  for  vast  developments.  The  Her- 
mitage in  its  wide-stretching  territories  may  be  said  to 
symbolise  the  interminable  empire  of  all  the  Russias. 
And  the  proverbial  love  of  ostentation  in  Tsars  and 
nobles  has  the  salutary  effect  of  preventing  the  light  of 
science  and  of  art  from  being  hid  under  a  bushel.  Thus, 
while  in  the  British  Museum  and  some  of  the  collections 
of  the  continent  coins  are  packed  away  out  of  sight  in 
drawers  and  locked-up  cases,  the  whole  numismatic 
treasures  in  the  Hermitage  are  exposed  to  view  under 
glass.  I  can  never  forget  my  amazement  on  first 
entering  the  apartments  where  were  upwards  of  200,000 
specimens,  all  classified  and  labelled.  The  great  Cathe- 
rine, almost  as  a  matter  of  course,  made  the  com- 
mencement. And  the  first  nucleus  has  since  been 
increased  by  purchases  and  gifts,  principally  from  Baron 
de  Chaudoir,  M.  Reichel,  Count  Peroffsky,  and  M. 
Beule.  From  M.  Beule,  the  well-known  writer  on  the 
Acropolis  of  Athens,  was  purchased  a  fine  collection  of 
Athenian  coins,  containing  more  than  400  specimens 
of  tetradrachms.  A  stranger,  however,  will  have  most 
to  learn  from  the  truly  national  series  of  the  Russian 
coinage,  here  exemplified  by  7000  specimens.  These 
historic  examples  date  back  to  a  period  when  the  art  of 
coining  was  unknown.  Before  the  use  of  a  die  was 
thought  of,  the  practice  obtained  of  chopping  off  from 
a  larger  mass  half  pounds  or  quarter  pounds  of  silver, 
called  respectively  '  Poltinas '  and  '  Roubles.'  Pieces 
without  stamp  are  naturally  the  most  ancient.  The 
modern  '  rouble '  takes  its  name  from  these  rough  pieces 
of  unwrought    metal.      The    numismatic    products   of 
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provinces  now  subject  to  Russia,  but  once  independent, 
are  naturally  in  unexampled  number  and  magnificence. 
The  coins  and  medals  of  Poland,  downwards  from  the 
tenth  century,  occupy  seven  cases.  The  Slavonic  races, 
Bulgarian,  Servian,  &c.,  furnish  a  fine  and  exceptional 
series.  The  Greek  colonies  of  Chersonesus,  Olbia,  Phan- 
agoria,  Panticapaeum,  &c.,  show  themselves  strongly. 
The  kings  of  Pontus  and  Bosporus  are  remarkably 
well  represented.  Thus  it  will  be  seen  that  Russia 
has  not  lost  the  opportunity  afforded  by  her  geo- 
graphic position  or  military  power  of  making  these 
numismatic  galleries  illustrative  of  races,  civilizations, 
and  nationalities.  She  shows  herself  here,  as  in  other 
departments,  ready  to  aggrandise  to  herself  the  trea- 
sures of  adjacent  and  outlying  states.  From  her 
position  she  is  not  only  Northern  but  Oriental.  When 
we  here  see  that  gold  coins  bearing  the  portrait  of 
Peter  the  Great  were  worn  as  orders  of  merit,  or  as 
personal  decorations,  we  are  reminded  of  the  Byzantine 
practice  prevailing  in  Constantinople  down  to  the 
present  day  of  using  coins  as  ornaments  to  the  person. 
Neither  in  this  cosmopolitan  collection  is  England  left 
out.  Three  cases  are  assigned  to  Britain.  Of  special 
interest  are  coins  found  on  Russian  soil  of  the  time  of 
Etheldred  II,  Canute,  and  Hardicanute.  It  may  be 
gratifying  to  an  excusable  national  vanity  to  know  that 
Anglo-Saxon  coins  have  been  discovered  throughout 
Russia  from  north  to  south.  They  seem  to  have  ob- 
tained currency  by  means  of  the  commerce  in  skins, 
&c.,  which  subsisted  even  from  Saxon  times  between 
England  and  the  territories  of  the  Baltic.  We  learn, 
too,  that  the  early  coinage  of  Russia  was  indebted 
for  its  design  to  Anglo-Saxon  models.  I  have  already 
remarked   on   the  bushels    of  Anglo-Saxon    coins   dug 
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Up  in  Scandinavia.  It  is  evident  that  the  numismatic 
art,  as  indeed  all  other  arts,  came  late  to  the  Northern 
nations  of  Europe. 

The    ground -floor    of    the    Hermitage,    devoted    to 
sculpture,    &c.,   as    I    have   elsewhere   remarked,   bears 
the    same  relation   to  the   picture  galleries   above   that 
the  Glyptothek  in  Munich  does  to  the  old  Pinakothek. 
But    in    Munich   the   sculpture   and    picture    museums 
are    divided,  while   in    St.   Petersburg   they   are  under 
one   roof.     Hence  it   is  that  the   Hermitage,  compared 
with  other  European  galleries  and  museums,  is  excep- 
tional:   sculptures,  pictures,  drawings,  coins,  gems,  &c., 
being  all  brought  together.     The  Hermitage,  designed, 
as  already  said,  by  Klenze,  the  famous  Bavarian  archi- 
tect, has  naturally  borrowed    much  from   the   Pinako- 
thek and  the  Glyptothek  ;   yet  the  vast  scale  and  the 
opulent  enrichments  are   national,    because  in   keeping 
with  the  wealth  and  the  extent  of  the  Russian  empire. 
Solid,  sombre,  almost  sepulchral,  is  this  basement  story ; 
and  yet  if  the  light  be  shadowy  it  is  sufficient.      The 
floors   are   here   and   there   covered    with    old    Roman 
mosaics,  and  the  stone  pavements,  where  more  recent, 
are    brought    into    accord    with    the    general    historic 
contents.     Also  the  exhaustless  supply  of  Finnish  and 
other    Northern    stones     and    marbles    gives    unusual 
magnificence   to  these  classic  galleries.      When  native 
materials   fall   short,    the   gaps    in   the    wall-spaces   or 
otherwise    are    filled    up    by    fitly-designed    scagliola. 
The  juxtaposition  of  colours  may  not  always  be  under 
the  control  of  any  paramount   or  prevailing  principle, 
and  yet  the  general  effect  is  that  of  a  grand  suite  of 
marble  halls.     Certainly  the    whole  interior  is  so   skil- 
fully arranged  that  it  becomes  difficult  to    distinguish 
between    rich   marbles,   solid   stones,   and    their   imita- 
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tions.  With  this  exhaustless  resource,  the  backgrounds 
to  the  antique  marbles,  though  not  ahvays  the  best, 
are  very  varied  and  generally  agreeable.  The  simple 
fact  is  that  the  classic  statues  are  seldom  first-rate  in  art 
— very  often  scarcely,  in  fact,  second-rate — therefore  all 
the  more  thankful  ought  they  to  be  to  the  architect 
and  decorator  for  the  aid  afforded.  Strangers  in  walk- 
ing through  these  spacious  halls,  sustained  by  stately 
monoliths,  scarcely  know  to  what  regions  they  have 
been  transported.  They  find  themselves  in  vaults  of 
silence  and  shadow,  shut  off  from  the  sunshine  or  the 
snow  of  the  outer  city.  They  are  admitted,  without 
cost  or  credential,  to  a  magnificence  of  structure  and 
of  decoration  which  appears  less  in  keeping  with  a 
simple  educational  museum  than  with  the  ostentation 
of  some  Oriental  prince.  The  objects  set  up,  as  I  have 
before  indicated,  do  not  always  demand  by  their  art- 
merit  this  imperial  display.  The  Russians  fall  into  a 
braggadocio  even  in  museums.  Their  wealth  is  usually 
in  excess  of  their  knowledge  and  taste ;  they  make 
much  cry  over  a  little  wool.  Moreover  they  have  a 
propensity  towards  quantity  rather  than  quality  ;  stu- 
dents who  have  worked  in  the  Vatican,  in  the  Museum 
of  Naples,  in  the  Louvre,  or  the  British  Museum,  feel 
that  classic  art  within  the  Hermitage  seldom  reaches 
the  highest  standards. 

But  exception  must  be  made  in  favour  of  the  hall 
which  ends  these  sepulchral  chambers.  Room  seven, 
devoted  to  the  antiquities  from  the  Cimmerian  Bos- 
phorus,  is  supported  by  twenty  monoliths  of  grey 
granite.  This  gallery,  though  sombre,  being  lighted  only 
from  one  side,  is  specially  imposing  by  reason  of  this 
double  row  of  columns,  which  reminds  the  traveller  of 
the  old  Roman  basilicas,  or  of  the  more  recent  Munich 
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counterfeits.  And  yet  here  again  I  have  to  say  that 
the  art  effect  gained  is  scarcely  commensurate  with 
the  lavish  outlay :  indeed  the  one  impression  left  on 
my  mind  is  that  Russian  Governments  never  count 
cost  or  economise  material ;  that  when  they  do  not 
screw  they  squander ;  that  where  they  do  not  starve 
they  supply  to  satiety.  Hence  the  violent  extremes 
between  the  squalor  of  the  hut  and  the  splendour  of 
the  palace.  Hence,  also,  it  may  seem  to  follow  that  in 
the  Hermitage  a  cost  which  has  not  been  counted, 
and  which  probably  will  never  be  made  pubHcly  known, 
sometimes  stands  but  as  empty  parade.  And  yet  I 
am  bound  to  confess  that  after  having  visited  every 
museum  in  Europe  worth  visiting,  the  magnificent 
room  on  the  basement  of  the  Hermitage,  set  apart  to 
the  Kertch  antiquities,  is  unrivalled  in  its  structure,  its 
decoration,  and  its  contents.  I  had  been  told  before- 
hand that  a  summer  trip  to  St.  Petersburg  was  easy 
and  pleasant,  and  that  in  the  Hermitage  I  should  see 
a  collection  of  gold  ornaments,  &c,,  not  surpassed,  if 
indeed  equalled,  in  the  Vatican.  I  found  the  tour 
both  easy  and  pleasant,  though  I  am  bound  to  add 
not  cheap,  and  in  the  promised  Kertch  antiquities  I 
certainly  was  not  disappointed. 

The  Galleries  of  antique  sculpture  consist  of  odds 
and  ends  variously  collected,  with  a  small  percentage 
of  works  approaching  first  class  merit.  Peter  the 
Great,  Catherine  H,  Paul  I,  Nicholas  I,  Alexander  H, 
each  in  turn  made  purchases  or  presented  donations  ; 
one  of  the  latest  additions  being  forty-three  statues 
from  the  Campana  Collection.  The  figures  of  highest 
merit  come  from  Kertch.  I  regret  to  say  that  a  whole- 
sale system  of  bold  and  unscrupulous  restorations, 
more  reckless  than  the  many  modern  transformations 
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which  disfigure  European  galleries  generally,  materi- 
ally detract  from  the  value  of  the  antique  sculpture 
in  the  Hermitage.  The  primary  motive  evidently  has 
been  to  produce  an  imposing  effect,  and  with  this  end 
archaeologic  truth  is  sacrificed.  '  A  Mercury '  has 
been  made  up  thus  :  the  torso  is  fine  and  the  head 
is  antique,  but  the  one  does  not  belong  to  the  other ; 
again,  'A  Bacchus'  is  half  ancient  and  half  modern, 
the  right  hand,  the  left  arm,  and  a  great  part  of  the 
legs  are  restorations.  I  am  glad  however  to  be  able 
to  say  that  the  official  catalogue  confesses  the  whole 
truth.  '  The  Venus  of  the  Hermitage,'  which  has  a 
claim  to  pass  for  a  good  contemporary  copy,  though 
scarcely  by  a  first-rate  hand,  of  the  '  Venus  de  Medicis,' 
has  received  the  following  additions  : — the  end  of  the 
nose,  part  of  the  upper  lip,  the  right  hand,  and  the 
whole  of  the  fingers  on  the  left  hand.  Yet  such  resto- 
rations, compared  with  others,  are  of  minor  importance. 
Among  the  very  few  works  which  deserve  to  be  known 
beyond  St.  Petersburg  are,  'Bacchus'  (156),  'Antinous' 
(60),  'Augustus' (193), 'Demosthenes'  (197),  'A  Sarco- 
phagus'  (191) ;  all  except  the  first  are  from  the  Cam- 
pana  Collection.  The  Egyptian  and  Assyrian  anti- 
quities are  of  minor  importance. 

The  famed  Kertch  Collection  is  contained,  as  already 
said,  in  a  magnificent  room  supported  by  twenty  mono- 
lith columns  of  grey  granite.  The  antiquities  here 
united  were  all  found  in  the  Cimmerian  Bosphorus,  on 
the  eastern  side  of  the  Crimea,  occupied  from  about  the 
year  500  B.C.  for  several  centuries  by  a  Greek  colony, 
governed  by  dynasties  of  kings.  The  district  around 
the  modern  town  of  Kertch,  which  gives  its  name  to 
this  memorable  collection,  has  been  long  known  as  the 
site    of    ancient    sepulchres,   and   since   the    year   1825 
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excavations  have  been  carried  on,  latterly  by  the 
Governrrient,  which  have  brought  to  light  no  less  than 
fifty-eight  tombs,  some  found  to  have  been  already 
opened  and  pillaged,  as  were  the  sepulchres  of  Egypt 
and  Etruria,  but  many  others  remaining  intact.  These 
discoveries  have  an  import  for  art  and  archaeology  com- 
parable to  the  excavations  at  Pompeii  and  Nimroud  ;  in- 
deed in  some  departments,  such  as  gold  ornaments,  the 
remains  at  Kertch,  Theodosia,  and  other  neighbouring 
localities,  are  wholly  without  rival.  Two  exceptional 
discoveries  have  specially  contributed  to  enrich  the 
Hermitage ;  the  one  was  of  the  necropolis,  with  its 
royal  tomb  of  Koul-Oba  in  1831,  the  other,  made  in 
1858,  consisted  of  the  Tumulus  called  'Paul'  (Pav- 
lovskoi  Kourgan).  A  large  portion  of  these  remains 
were  naturally  first  deposited  in  the  local  Museum 
of  Kertch ;  they  became  however  of  such  imperial, 
not  to  say  European,  importance,  that  their  removal 
to  St.  Petersburg  was  a  politic  if-  not  an  inevitable 
step  in  state  policy. 

In  a  tomb  near  Kertch  were  found  the  two  finest 
statues  in  the  Hermitage ;  a  husband  and  wife  who  were 
therein  buried.  The  period  is  not  earlier  than  the  first 
century  of  the  Christian  era,  but  the  style  is  so  pure  and 
noble,  the  attitude  so  individual,  and  the  head  so  portrait- 
like, that  at  once  the  comparison  is  suggested  with  the 
figure  of  Aristides  or  vEschines  in  Naples  and  the  com- 
panion figure  of  Sophocles  in  the  Museum  of  the  Lateran. 
Hence  it  is  scarcely  too  much  to  say  that  this  husband 
and  wife  rank  among  the  finest  portrait  statues  that 
have  come  down  from  classic  times.  The  draperies 
are  broad  and  finely  cast,  and  the  general  treatment 
is  charmingly  simple  :  the  presence  of  writing  materials 
has  led  to  the  conjecture  that  the  man   was  erudite; 
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such  accessories  in  other  works  indicate  some  intel- 
lectual calling.  I  would  give  much  to  have  seen  these 
figures  presiding  in  calm  dignity  over  their  own  graves. 

The  collection  of  funereal  gold  crowns  is  not  equalled 
in  the  Vatican  or  elsewhere ;  of  these  thirteen  are  laurel, 
seven  parsley,  one  olive.  The  number  of  crowns  found 
on  the  heads  of  the  dead  in  the  tumuli  of  Kertch  is 
in  accordance  with  the  law  and  the  custom  among  the 
Greeks,  which  permitted  that  any  person  who  in  life 
had  acquired  a  crown  of  merit  might  wear  it  when 
carried  in  funeral  procession.  These  crowns  and  head- 
dresses show  play  of  fancy,  and  a  fine  adaptation  of 
forms  beautiful  in  nature  to  decorative  ends  ;  that  they 
are  so  naturalistic  in  treatment  may  arise  from  the 
fact  that  crowns  of  honour  were  often  woven  out  of 
living  leaves  gathered  on  the  soil  of  victory.  One  of 
the  most  exquisite  of  these  head  ornaments  is  a  com- 
position of  ears  of  wheat,  assigned  either  to  the  fourth 
or  to  the  third  century  before  Christ.  The  workmanship, 
it  will  be  readily  imagined  by  all  who  are  acquainted 
with  classic  gold,  is  equally  perfect  as  the  design. 

The  finest  collection  of  classic  jew^elry  in  the  vvorld 
the  Hermitage  owes  to  the  Cimmerian  Bosphorus ; 
neither  the  Castellani  Collection  in  the  British  Museum, 
nor  the  riches  of  the  Vatican,  approach  the  treasures 
exhumed  from  the  tombs  at  Koul-Oba,  Theodosia,  and 
other  Crimean  sepulchres.  The  specimens  consist  of 
necklaces,  head-bands,  bracelets,  brooches,  filigree-but- 
tons, earrings,  &c. ;  the  last  are  varied  by  every  possible 
motive,  such  as  winged  cupids,  winged  victories,  winged 
horses,  &c.  These  small  articles  being  easy  of  trans- 
port were  not  of  necessity  made  on  the  spot,  indeed 
it  is  sometimes  difhcult  to  determine,  especially  where 
local   character  is  wanting,  whether   the   crowns,  vases, 
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jewelry,  &c.,  found  in  the  tombs  were  wrought  by 
artists  living  in  the  colony,  or  whether  they  were 
brought  in  the  course  of  commerce  from  Greece  or 
Asia  Minor.  Either  hypothesis  is  consistent  with  the 
facts  of  the  case.  The  collection  of  gold  necklaces, 
no  less  than  forty  in  number,  for  design,  workmanship, 
and  rich  variety  of  material,  puts  to  shame  the  work 
of  the  most  skilled  modern  jewellers.  The  enrichments 
are  of  filigree,  enamel,  and  precious  stones,  with  pen- 
dants of  Victories,  Medusa  heads,  bulls'  heads,  &c. 
Again,  I  was  struck,  not  only  with  the  wide  geographic 
distribution  of  art  types  through  the  south  of  Europe, 
but  also  with  the  persistent  permanency  of  certain  art 
manufactures  in  given  nations.  It  seemed  to  me 
evident  that  the  skilled  gold-workers  of  Russia  in  the 
present  day  are  the  lineal  descendants  from  the  Greek 
colonists  in  the  Crimea,  the  designs  now  used  are 
often  analogous  to,  and  sometimes  identical  with,  Greek 
work  of  the  third  century  before  Christ  ;  thus  for  more 
than  two  thousand  years  has  there  been  a  succession 
of  skilled  artisans,  and  just  as  in  the  art  of  painting 
the  Byzantine  type  is  handed  down  from  generation  to 
generation,  so  in  the  art  of  working  in  gold  and  silver 
the  traditions  of  the  craft  have  been  carefully  conserved. 
Yet  the  art  degenerated  in  the  course  of  its  descent 
through  times  of  barbarism.  I  do  not  remember  to 
have  seen  among  modern  Russian  gold-work  chains  as 
delicate  as  their  prototypes  ;  indeed  some  of  the  chains 
found  in  the  Crimean  tombs  are  almost  more  like  a 
silk  ribbon  than  a  piece  of  metal  work. 

The  tombs  have  preserved,  in  addition  to  the  trea- 
sures already  enumerated,  collars  of  pearl,  ornaments 
in  amber,  cornelian,  and  agate,  amulets  in  chalcedony, 
rings  plain  and  engraved,  &c.     In  the  queen's  tomb  of 
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Koul-Oba,  one  of  the  richest  yet  discovered,  was  a 
magnificent  gold  head  of  Minerva,  with  a  grand  head- 
gear composed  of  sphinx,  griffin,  winged  horse,  and 
owl.  This  precious  design  is  supposed  to  preserve  the 
type  of  the  Minerva  of  the  Parthenon,  and  partial  critics 
have  been  found  who  assign  this  very  work  to  the 
age  of  Phidias.  In  the  neighbourhood  of  Kertch  have 
also  been  discovered  objects  in  glass  of  varied  forms 
and  enrichments;  the  so-called  'Tear  Bottles'  are  of 
exquisite  beauty.  This  part  of  the  collection  shows 
to  what  rare  perfection  the  art  of  fusing  varied 
coloured  glass  had  reached — a  method  borrowed  by  the 
Venetians  from  the  East  at  a  later  period.  The  uni- 
versal tendency  to  polychrome  is  here  once  more  ap- 
parent ;  the  Crimea,  indeed,  would  seem  to  be  the  spot 
where  Grecian  form  met  and  mingled  with  Oriental 
colour. 

Also  these  sepulchres — which  proved  as  rich  as  if  they 
were  art   museums — contained  works  in   silver,   bronze, 
and    iron.     There    are   now  in  the  Hermitage  helmets, 
pieces  of  armour,  poignards,  swords,  &c.  ;    the  warrior 
was  buried  with  his  weapons,  just  as  by  the  side,  of  a 
lady  were  placed  her  jewels.     The  collection  of  silver 
vases  and  drinking  vessels  is  unrivalled.     The  designs, 
consisting  of  figures  and  animals  in  low  relief,  are  some- 
times in  the  purest  style  of  Greek  art — nothing  better 
exists    in  the  analogous   painted    designs  on   the  fictile 
vases   found    in    Magna  Graecia.     The  British   Museum 
is  fortunate  in  the   possession  of  a  few  like  examples 
of   this    silver   repousse  work.       The    metal-work    from 
Kertch,   however,    displays    a    mixture    of    styles    pure 
and    impure,    a    mingling    of    manners     civilized    and 
barbarous,  which,   as   will    be   seen    in    the    sequel,  are 
peculiar  to  the  locality.     Here  is  a  vase,  for  example, 
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in  electrum,  wherein  the  figures  and  costumes  are 
Scythian,  the  bas-rehefs  resemble  certain  of  the  designs 
on  the  Cohimn  of  Trajan,  wherein  appear  the  peoples 
who  dwelt  on  the  shores  of  the  Danube. 

Next  must  obtain  mention  some  unique  plaques  of 
box-wood  and  of  mammoth  ivory,  whereon  in  outline  are 
engraved  human  figures,  horses,  &c.,  equal  to  the  purest 
designs  on  classic  mirrors.  No  outlines  on  Greek  vases 
are  more  faultless.  The  date  of  the  finest  may  be 
300  years  before  Christ,  but  chronology  I  hold  to  be 
here  again  uncertain ;  some  authorities  actually  fix 
the  fourth  or  fifth  century  B.C.  as  the  epoch.  I  do 
not  think  these  very  exceptional  works  are  generally 
known,  especially  as  they  do  not  obtain  mention  in 
Mr.  Maskell's  volume  on  ivories.  The  compositions 
include  the  'Judgment  of  Paris,'  also  'Horses  and  Cha- 
riot,' scarcely  inferior  to  the  bigas  in  the  Elgin  Frieze. 
These  plaques  are  fragments,  probably  from  caskets  now 
destroyed.  Flaxman  and  Stothard  would  have  re- 
joiced over  designs  which  embody  the  ideal  which  they 
strove  for  and  attained.  There  is  also  in  this  match- 
less hall  devoted  to  the  Crimean  antiquities  a  coffin 
in  cypress-wood  finely  chiselled  with  Greek  ornaments, 
likewise  a  Juno  in  bas-relief  on  wood,  the  figure  and 
drapery  are  grand.  I  should  doubt  if  there  be  more 
valuable  wood-work  in  the  world,  whether  for  antiquity 
or  for  art.  The  wood-work  in  Westminster  Abbey  is 
comparatively  of  but  yesterday.  The  climate,  as  also 
the  geologic  strata  of  the  Crimea,  must  be  less  than 
usually  destructive.  Here  colour  is  again  present ;  this 
sarcophagus  retains  the  remains  of  vivid  pigments.  The 
arrangement  of  harmony  is  apparently  not  peculiar  to 
the  colony,  but  characteristic  of  Greek  proper.  It  is 
evident  that  the  well-conserved  antiquities  from  Kertch 
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furnisli    important    data    towards    determining    much- 
debated  points  in  classic  polychrome. 

The  collection  of  vases  in  the  Plermitage  is  numerous 
rather  than  choice.  Of  1800  specimens,  the  best  are 
either  from  the  Crimea  or  from  the  Campana  Collec- 
tion. From  the  latter  is  the  remarkable  'Vase  of 
Cumse,'  supposed  to  be  an  Athenian  work  of  the  fourth 
century  before  Christ.  The  form  is  of  exquisite  beauty  ; 
the  greater  part  of  the  surface  is  black,  upon  which 
two  bands  of  figures  in  relief,  and  coloured  with  gold, 
blue,  red,  and  creamy  white,  tell  out  with  superb 
decorative  effect.  Time  has  changed  the  original 
colours.  The  figures  in  design  and  modelling,  though 
of  a  high  order,  and  of  a  good  time,  are  scarcely  up 
to  the  perfect  type  or  execution  of  the  best  Greek  or 
Rom.an  sculpture.  This  vase  might  be  cited  as  col- 
lateral evidence  in  the  much  disputed  question  as  to 
whether  the  Greeks  coloured  their  marble  statues,  at 
any  rate  it  would  seem  to  prove  that  the  artists  of 
Athens  were  as  supreme  in  colour  as  in  form.  Of 
the  400  vases  which  have  been  found  near  Kertch, 
some  two  or  more  correspond  in  the  painted  reliefs  to 
the  'Vase  of  Cumae.'  One  which  represents  the  com- 
bat of  grifiins  and  the  Arirnaspi,  is  supposed  to  be  the 
work  of  an  Athenian  artist  living  in  the  Chersonesus, 
the  subject  being  local,  and  the  generic  style  being 
also  modified  by  treatments  peculiar  to  the  spot.  The 
manner  falls  short  of  the  best  standards  ;  for  example, 
the  transition  between  low  relief  and  high  relief  is 
not  understood  ;  the  modelling,  too,  is  in  parts  clumsy. 
These  faults  teach  a  truth  often  forgotten,  that  even 
the  Greeks  are  imperfect,  save  in  their  choicest  works. 
To  me  this  vase  was  of  supreme  interest  as  an  example 
of  polychrome  applied    to   surfaces  in  relief;   here   are 
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two  magnificent  griffins  tinted  with  blue,  ochre,  and 
gold — the  decoration  is  superb.  Numerous  terra  cottas 
also  prove  that  Kertch  was  the  region  of  colour,  yet 
the  design  and  workmanship  are  rude.  Among  a  multi- 
tude of  subjects  I  noticed  a  replica  of  a  favourite  group 
in  the  Vatican,  often  repeated,  a  child  struggling 
with  a  swan.  The  ancients  w^ere  as  much  addicted  to 
the  repetition  of  a  favourite  idea  as  the  moderns. 

A  room  in  the  Hermitage  is  devoted  to  the  an- 
tiquities from  Scythia,  Siberia,  and  Sarmatia,  which 
last  corresponds  in  part  to  European  Russia.  We 
have  seen  in  the  remains  from  Kertch  that  Greek  art  pre- 
ponderates, here,  on  the  contrary,  it  is  in  the  minority. 
One  case,  devoted  to  the  objects  found  in  the  tomb 
of  a  Scythian  king  orv  the  banks  of  the  Dnieper,  is 
of  supreme  interest,  as  showing  how  divers  styles  were 
in  these  regions  brought  together.  Here  the  gold 
ornaments  are  mostly  barbaric  in  design  and  execution  : 
Greek  works  were  evidently  importations  and  luxuries. 
Northern  types  prevail,  even  Scandinavian  forms  are 
present,  and  the  lowest  art,  or  rather  the  absence  of 
all  art,  is  reached  in  works  assigned  to  the  Finnish 
race.  In  this  rich  tomb  of  the  Scythian  king  were 
treasured  a  large  vase  and  dish,  silver-gilt,  which  serve 
to  illustrate  how  Greek  art  became  modified  by  locality. 
The  silver  vase,  which  is  more  than  two  feet  high  and 
belongs  to  the  best  period  of  Greek  art,  is  decorated 
with  figures  in  relief,  representing  Scythians  taming 
horses,  also  griffins  attacking  stags.  The  prevalence  of 
griffins  throughout  all  these  remains,  whether  Grecian 
or  barbaric,  is  accounted  for  by  a  tradition  that  this 
fabulous  animal  was  born  and  bred  in  these  parts. 

Before    finally   quitting    these    remains,  a  few    more 
illustrations    may    with    advantage    be    quoted    of    the 
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manner  in  which  arts  of  various  periods  and  nation- 
ahties  are  brought  together  in  the  sepulchres  of  Kertch. 
The  Crimea,  in  fact,  offers  to  the  archaeologist  problems 
analogous  to  those  which  arise  in  Cyprus.  Recently 
we  have  seen  in  London  a  collection  from  that  island 
which  proved  that  the  local  art  fell  successively  under 
the  control  of  Egypt,  Greece,  and  Rome.  A  like  com- 
bination of  distinctive  nationalities  is  discovered  in  the 
Crimea.  For  instance,  in  the  tumuli  are  found  the  blue 
vitreous  figures  which  abound  in  the  tombs  of  Egypt, 
also  is  present  the  scarabaeus,  which  if  not  necessarily 
Egyptian,  is  probably  of  Egyptian  descent.  There 
also  occur  gold  ornaments  in  form  of  fantastic  monsters 
after  the  type  common  in  Scandinavia  ;  for  instance, 
'The  Gold  Collar  of  the  King  of  Koul-Oba'  is  supposed 
to  be  Scythian.  But  it  is  interesting  to  observe,  in 
elucidation  of  comparative  national  archaeologies,  the 
resemblance  between  this  Scythian  work  and  the  Scan- 
dinavian collars  in  the  Stockholm  Museum.  Yet  to 
conjecture  that  at  some  distant  period  Scythia  and 
Scandinavia  were  identical  would  be  to  jump  too  boldly 
at  a  broad  conclusion.  But  at  all  events  such  collars 
do  not  belong  to  classic  art :  thus  the  collar  round  the 
neck  of  'The  Dying  Gladiator'  is  taken  as  a  proof  of 
a  barbaric  race,  and  yet  these  collars,  though  Northern 
in  design,  are  in  point  of  execution  up  to  the  standard 
of  the  best  classic  metal-work.  Then  again  in  this 
tomb  of  Koul-Oba  are  gold  ornaments,  the  figures 
Phrygian  in  costume,  and  similar  to  the  personages 
who  appear  in  the  cylinders  of  Babylon  and  Persepolis. 
Also  are  found  Assyrian  lions  and  Scythian  horsemen. 
Other  treasures  are  said  to  resemble  certain  remains  in 
Etruscan  tombs  ;  there  are  works  too  which  come  down 
to  the  Roman  period.     These  several  specimens,  foreign 
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to  the  Crimea,  are  planted  in  the  midst  of  rude  products 
which  sprang  up  indigenous  to  the  soil.  Thus  it  will 
be  seen  that  the  analysis  of  these  remains  brings  out 
a  close  correspondence  between  the  arts  and  the  local 
conditions.  The  Crimea  was  a  half-way-house,  where 
the  arts  of  the  East  and  of  the  West  found  a  home, 
where  the  perfect  form  of  Greece  and  the  glorious 
colour  of  Persia  joined  in  close  compact.  The  Crimea 
by  the  fertility  of  its  soil  and  the  beauty  of  its  climate 
attracted  to  its  shores  peoples  from  Athens  and  the 
Greek  colonies  in  Asia  Minor.  The  emigrants  brought 
with  them  the  styles  which  belonged  to  high  civilization, 
while  the  aboriginal  inhabitants  retained  their  native 
forms,  which,  if  semi-savage,  were  vigorous  and  natu- 
ralistic. Such  may  be  considered  the  simple  analysis 
of  the  somewhat  complex  art-products  found  in  the 
ancient  tombs  of  the  Cimmerian  Bosphorus. 


CHAPTER   X. 

RUSSIAN    ARTISTS.      THEIR   LIVES   AND  WORKS. 

Russia   encountered   an   exceptional  difficulty  when 
she  determined  to  create  a  school  of  modern  art  which 
should    accord   with    the    modern    civilisation   she    had 
resolved  to  assume.     Unlike  other  nations,  she  had  no 
historic   basis   whereon    safely   to    build.       Throughout 
the  empire  the  art  of  Byzantium  held  tyrannic  sway — 
an   art   which,    in    Constantinople,   having   settled    into 
stiff  and  solemn  inanity,  has  been  handed  down,  century 
after  century,  as  a  sacred  petrifaction  which  could  not  be 
changed  without  fear  of  sacrilege.     And  so  it  happened, 
that  when  the  time  came  for  political  regeneration,  this 
art,  which  refused  to   move  on,  had   simply  to  be  set 
aside.     In  other  words,  the  vital   elements  for  the    or- 
dained   revival    not    being    extant   within    the    empire, 
modern  art  and  living  artists  had  to  be  imported   or 
created  for  the  occasion ;   just,  in  fact,  as  shipbuilding 
and  other  industries  had  to  be  learnt  in  Western  Europe, 
or  the  needful   mechanics  brought   already  trained   to 
St.  Petersburg.     The  consequences  of  these  exceptional 
conditions   may  be  readily  conjectured  ;    instead  of  an 
unbroken   chain  of  historic  development,  stretching  as 
in     Italy    over    a    period     of     many    hundred    years, 
there  occurs  in  the  pedigree  of  Russian  art  a  sudden 
break,   a   broad    chasm,   accompanied   by   strange   and 
contradictory   manifestations.     The   misfortune   is   that 
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the  old  art  is  too  old,  the  new  art  too  new  ;  and  the 
intermingling  of  both  is  like  that  of  new  wine  in  old 
bottles.  It  may  be  pleaded  that  the  new  product  is 
at  all  events  cosmopolitan ;  certainly  the  constituent 
materials,  as  w^ill  be  seen  in  the  sequel,  have  been  col- 
lected from  all  the  capitals  of  Europe,  and  for  this 
reason  the  art  w4iich  obtains  currency  is  but  too  often 
a  confused  compilation,  a  jargon  of  many  tongues,^  a 
chaos  wanting  the  order  of  nature,  the  unity  of  creation. 
And  yet  it  is  hard  to  see  how  Russia  could  have  acted 
otherwise ;  like  England  she  imported  what  she  needed, 
and  at  the  same  time  took  efficient  measures  to  make 
the  arts  grow  and  thrive  in  soil  within  the  confines 
of  her  territory, 

Under  an  absolute  monarchy  the  arts  spring  into 
life  by  Imperial  decree;  hence  in  Russia  a  sudden 
and  amazing  birth.  Mosaics  are  manufactured  which 
weigh  ten  tons  a-piece ;  domes  and  ceilings  are  covered 
wdth  pictorial  designs  life-size ;  churches  are  enriched 
with  devotional  and  decorative  art ;  and  galleries  and 
palaces  hung  with  historic  compositions,  genre  pictures 
and  landscapes.  The  origin  of  this  remarkable  move- 
ment does  not  date  further  back  than  the  eighteenth 
century.  St.  Petersburg  itself — the  youngest  if  not 
the  grandest  of  capitals — was  founded  as  recently  as 
1704.  And  Peter  the  Great,  whose  name  the  city 
bears,  fearing  that  the  new^-born  civilisation  might  prove 
a  little  bald  and  plain  without  the  aid  of  the  arts,  sent 
Russian  youths  to  Italy,  Holland,  and  other  countries, 
to  learn  architecture,  sculpture,  and  painting.  This 
goodly  practice  has,  to  my  knowledge,  been  kept  up  to 
the  present  time  ;  for  over  a  period  of  nearly  a  quarter  of 
a  century  I  have  met  in  Italy  and  other  Continental 
states    with    art-students,    pensioners    from    St.  Peters- 
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burg — a  class  of  men  well  selected,  well  trained,  and 
altogether  well  appointed  and  provided  for.  Russia  has, 
like  most  other  nations,  with  the  exception  of  England, 
established  a  branch  Academy  in  Rome:  she  grants 
to  each  student  a  pension  of  £\6o  per  annum  ;  £\o 
is  allowed  for  the  journey  out,  and  the  same  sum  for 
the  return.  Six  years  is  the  time  allotted  for  this 
foreign  apprenticeship.  We  shall  see  in  the  sequel 
that  it  is  not  unusual  for  Russian  artists  to  take  up 
a  permanent  residence  abroad.  I  remember  to  have 
visited  in  Rome  the  studio  of  Piceno  Orloff,  a  historic 
genre  and  portrait  painter;  also  the  studio  of  M. 
Ivanoff,  at  the  time  when  he  had  completed  the  great 
work  of  twenty  years,  '  Christ  appearing  at  the  Baptism 
of  John.'  It  may  here  be  observed,  that  comparatively 
few  of  the  most  famous  pictures  of  the  Russian  school 
have  been  painted  within  the  Russian  frontier :  even 
in  St.  Petersburg  is  yet  wanting  that  atmosphere  of  art, 
that  fellowship  of  artists,  which  in  Diisseldorf,  Munich, 
Florence,  and  Rome,  sustain  and  animate  the  painter 
in  his  work.  Artists  in  St.  Petersburg  live  in  com- 
parative isolation :  they  are  as  a  colony  planted  on 
the  utmost  verge  of  civilisation ;  they  are  as  exiles 
or  exotics,  far  away  from  the  commonwealth  of  art, 
left  to  pine  or  starve  in  a  cold  and  sterile  soil. 

The  rapid  and  all  but  unprecedented  rise  of  Russian 
art  may  be  ascribed  to  a  twofold  cause  :  first,  a  national 
art  was  needed  for  national  ends ;  second,  the  nation — 
in  other  words,  the  Imperial  Government — took  all 
requisite  measures  for  meeting  the  want.  By  means 
of  the  usual  high-pressure  appliances  the  supply  soon 
became  equal  to  the  demand.  As  long  ago  as  1757 
— that  is,  eleven  years  before  the  existence  of  the  Royal 
Academy  of  London— the  Academy  of  St.  Petersburg 
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was  established  and  endowed.  Catherine  II,  following 
the  example  of  Peter  the  Great,  patronised  art  and 
pensioned  artists  :  but  the  difficulty  was  to  disengage 
the  affection  of  the  painter  and  of  the  people  from 
the  old  sacerdotal  style— identified  with  the  stagnation 
school  of  Byzantium.  Yet  the  Academy  once  estab- 
lished has,  down  to  the  present  time,  done  good  service. 
Backed  by  the  talent,  industry,  and  creditable  work  of 
its  pupils,  members,  and  professors,  this  noble  institution 
compares  not  unfavourably  with  sister  associations  in 
Western  and  Southern  Europe.  The  spacious  and 
stately  building  wherein  the  Academy  is  housed  forms 
one  of  the  series  of  imposing  classic  fa9ades  on  the 
banks  of  the  Neva.  The  structure  has  a  frontage  of 
400  feet ;  columns,  pilasters,  a  central  cupola,  and  a 
colossal  Minerva,  make  a  composition  after  the  usual 
grandiose  pattern  in  this  showy  capital.  The  interior, 
too,  in  the  manner  of  these  Imperial  establishments, 
is  lofty  and  large  in  vestibule,  staircase,  halls,  schools, 
and  galleries;  and  the  whole  establishment  is  well 
ordered  and  liberally  equipped.  Thus  an  extensive 
and  judiciously  chosen  collection  of  casts  informs  the 
pupils  of  the  history  of  sculpture.  In  like  manner,  by 
copies  from  the  chief  works  in  the  Vatican,  some  exe- 
cuted under  command  of  the  Government  by  students 
during  their  pensionate  in  Rome,  the  art  of  painting 
is  brought  to  the  knowledge  of  the  future  Raphaels 
and  Michael  Angelos  of  Russia.  The  ample  though  not 
always  choice  products  of  this  Imperial  munificence 
are  gathered  together  in  picture-galleries,  which  contain 
a  fair  epitome  of  the  Russian  school  since  its  rise,  little 
more  than  a  century  ago.  The  chief  works  here 
exhibited  will  fall  under  notice  in  the  sequel.  The 
Academy  is  so  richly  endowed  that  it  educates,  and 
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in  some  degree  maintains,  300  pupils.  The  handsome 
edifice  serves  also  as  the  residence  of  professors,  acade- 
micians, and  others  who  merit  favour  or  can  confer 
honour  or  advantage.  Within  the  circuit  is  comprised 
the  Imperial  establishment  of  mosaics,  and  so  ample 
is  the  provision  afforded  that  the  total  number  of 
persons  accommodated  under  the  roof  has  been  esti- 
mated at  not  less  than  1000.  Assuredly  there  is  some- 
thing grandly  wholesale  in  this  way  of  going  to  work. 

The  artists  of  Russia  in  their  up-hill  career  have  also 
been  greatly  helped  by  the  '  Society  for  the  Encourage- 
ment of  the  Fine  Arts.'  I  have  not  been  able  to  learn 
very  much  of  this  Association,  but  during  my  stay  in 
St.  Petersburg  I  visited  a  permanent  exhibition  in  the 
Newski  Prospekt  which  appeared  to  be  identified  with 
the  Society.  A  director,  who  said  his  ambition  had 
been  to  tread  in  the  footsteps  of  King  Cole  of  Ken- 
sington, handed  me  a  pamphlet,  which  set  forth  the 
aspirations  and  efforts  of  Imperial  administrators.  This 
Society  has  been  in  existence  many  years :  thus  Count 
Raczynski,  in  1841,  says  that  he  cannot  close  his 
epitome  of  the  Russian  school  without  homage  to  its 
services.  EstabHshed  in  1820,  it  has  been  protected 
and  sustained  by  three  successive  monarchs,  Alexander 

I,  Nicholas   I,  and   the   reigning   sovereign,  Alexander 

II.  It  supports  students  at  the  Academy,  it  sends  on 
foreign  travel  young  artists  of  talent,  it  gives  to  painters 
commissions,  besides  laying  out  sometimes  in  a  single 
year  as  much  as  ^1000  in  the  purchase  of  pictures. 
Brulloff  and  Ivanoff  were  among  its  pensioners,  and 
without  such  timely  succour  the  ability  of  these  and 
other  painters,  who  have  cast  lustre  on  the  land  of 
their  birth,  could  not  have  found  adequate  develop- 
ment.     Possibly    in    the    course    of    another    century 
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painters  may  no  longer  need  a  fostering  hand,  but  for 
the  present  Russian  art  is  pretty  much  in  the  position  of 
Hterature  in  England  at  the  time  when  Dr.  Johnson  had 
to  seek  a  patron  in  the  ante-room  of  Lord  Chesterfield. 

The  Russian  school,  though  in  comparative  infancy, 
has  been  prolific :  pictures  to  be  numbered,  not  by  tens 
or  hundreds  but  by  thousands,  and  occasionally  attaining 
to  dimensions  of  full  five-and-twenty  feet  in  length, 
are  in  St.  Petersburg  distributed  between  the  Hermi- 
tage, the  Winter  Palace,  the  Academy,  the  Cathedrals 
of  St.  Isaac  and  of  the  Kazan,  the  Permanent  Exhibi- 
tion, the  Historic  Portrait  Gallery,  and  the  Palaces 
of  Peterhof  and  Tsarskoe  Selo.  Moscow  also  comes 
in  for  her  fair  share  of  national  products,  scattered 
among  palaces,  museums,  and  galleries.  The  difficulty 
of  gaining  an  accurate  knowledge  of  art  and  artists 
in  Russia  is  greatly  enhanced  by  the  absence  or  the 
inefficiency  of  catalogues. 

In  Russia,  as  in  England,  the  national  school  had 
its  origin  in  portrait-painting — an  art  which,  lying  near 
to  necessity  and  responding  closely  to  the  affections 
and  vanities  of  mankind,  is  among  the  foremost  to 
find  birth  in  all  nations.  But  Russia  has  been,  in  more 
ways  than  one,  less  fortunate  than  England.  In  the 
first  place,  her  national  portraiture  wants  antiquity : 
we  search  in  vain  for  heads  coeval  with  England's 
historic  portraits  of  Richard  II,  John  Wycliffe,  Geoffrey 
Chaucer,  &c. ;  and  noble  families  are  wanting  like  the 
house  of  Derby,  which  boasts  of  a  lineage  of  family 
portraits  from  the  first  Earl  in  the  fifteenth  century. 
Then  again,  Russia,  in  point  of  art-merit,  finds  herself 
at  a  long  interval  from  England ;  not  so  much,  how- 
ever, by  reason  of  inferiority  in  her  native  painters,  as 
because   she   has   never  been   able    to   press    into   her 
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service  men  comparable  to  Holbein,  Antonio  More, 
and  Vandyck.  The  Russian  Historic  Portrait  Gallery 
had  been  recently  opened  at  the  time  of  my  visit  to 
St.  Petersburg.  The  collection  was  gathered  from 
Imperial  and  private  galleries  in  St.  Petersburg,  Moscow, 
and  other  places.  Of  the  800  pictures  thus  brought 
together,  the  major  part  naturally  belonged  to  the 
eighteenth  century,  though  some  dozen  or  more  were 
of  the  seventeenth  or  sixteenth  centuries.  In  walking 
through  the  rooms,  it  was  curious  to  observe  how 
loyalty  had  led  to  the  multiplication  of  certain  Imperial 
heads  :  not  even  Henry  VIII  is  known  to  posterity  by 
as  many  replicas  as  Peter  the  Great  and  Catherine  II. 
Of  the  former  were  collected  twenty-three  portraits ; 
of  the  latter,  no  less  than  fifty-six.  The  entire  collec- 
tion, I  am  sorry  to  say,  proved  in  how  low  a  state 
the  art  remained  down  to  the  middle  of  last  century. 
Still  there  is  cause  for  regret  that  so  little  has  been 
known  of  a  Gallery  which,  in  the  way  of  historic  records, 
could  scarcely  be  overrated.  With  the  exception  of  a 
short  paragraph  in  the  '  Pall  Mall  Gazette,'  I  have  seen 
no  notice  of  the  assembled  monarchs  and  their  illus- 
trious contemporaries.  The  best  portraits  I  have  met 
with  in  Russia  are  in  the  palace  of  Tsarskoe  Selo :  the 
painter  Demetrius  Lavitski  is  said  to  have  formed  his 
style  in  England,  under  the  influence  of  Reynolds. 
Russia,  in  fact,  owes  much  to  England.  Catherine  II 
purchased,  in  1779,  the  Walpole  Collection  ;  and  thus 
Vandyck's  portraits  of  Charles  I,  of  Henrietta,  of  Laud 
archbishop  of  Canterbury,  of  Inigo  Jones,  of  'Two 
English  Ladies,'  &c.,  all  of  which  we  covet  for  our 
National  Gallery,  now  enrich  the  Hermitage.  The  im- 
portation of  these  and  other  master-works  from  the 
Walpole  and  Houghton  Collections  was  well  timed :  by 
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contact  with  foreign  schools  the  formless  art  of  Russia 
was  fashioned  anew.  The  connexion  Avith  England 
became  still  closer  when  the  Empress  gave  to  Reynolds 
a  commission  to  paint,  without  limitation  of  price,  the 
large  picture  now  conspicuous  in  '  Vecole  anglaise'  of  the 
Hermitage.  It  may  thus  be  readily  understood  how 
the  style  of  the  aforesaid  Lavitski  was  all  but  identical 
with  that  which  prevailed  in  England  in  the  time  of 
Reynolds  and  Gainsborough.  Nevertheless  some  sur- 
prise was  naturally  felt  when  there  appeared  at  the 
International  Exhibition  of  1862  that  capital  portrait 
of  'Glaphyra  Ilymof  (date  1776),  a  full-length  figure 
of  a  well-dressed  lady,  gracefully  handling  her  harp. 
The  picture,  which  in  quality  I  deem  to  be  one  of  the 
very  best  products  of  the  Russian  school,  was  only 
inferior  to  Reynolds  in  colour  and  felicity  of  touch. 
I  will  not  trouble  the  reader  with  a  transcript  of  my 
notes  on  a  dozen  or  more  fairly  good  portraits  by 
Brulloff,  Kiprensky  (called  the  Russian  Vandyck), 
Tutrumof,  Varneck,  Keller,  Pleschanoff,  and  Zarianko. 
Portrait-painting  is  the  common  resource  of  Russian 
and  English  Academicians  alike:  thus  the  figure- 
painters  of  St.  Petersburg  I  find  described,  with  pre- 
vailing uniformity,  as  'historical  genre  and  portrait- 
painters.'  Hence  a  century  of  portrait-painting  in 
Russia  naturally  responds  to  the  changing  styles  in 
other  departments :  consequently  it  is  not  needful 
further  to  treat  of  the  art  separately. 

The  reputed  father  of  the  Russian  revival  is  Iwan 
Lossenko,  one  of  the  many  artists  engaged  by  Catherine 
to  decorate  her  palaces.  This  painter  had  a  career 
which  is  typical  of  the  whole  school.  He  first  served 
a  pupilage  in  the  Academy  of  St.  Petersburg ;  he  then 
received  a  pension   to  pursue  his  studies  in  Paris  and 
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Rome  ;  at  length  he  matured  that  high  and  historic 
style  which  entitled  him  to  assume  a  professorship 
and  directorate  in  the  Academy  which  he  had  first 
entered  as  a  student.  In  matters  of  art  Russians  seem 
ever  to  be  arguing  in  a  circle  :  they  commence  with 
a  foregone  conclusion,  they  end  where  they  begin ; 
hence  each  painter  does  little  else  than  tread  in  the 
footsteps  of  his  predecessors,  and  progress  becomes 
difficult,  if  not  impossible.  The  nascent  style,  though 
new  in  Russia,  was  old  in  Europe:  certain  artists  at 
the  outset  took  to  fresco-painting,  and  palaces  in  and 
about  St.  Petersburg  show  in  ceiling  decorations  the 
influence  of  Watteau  and  Boucher.  Pictures  in  the 
Hermitage,  however,  indicate  more  of  Italian  than  of 
French  influence.  Thus  'The  Miraculous  Draught  of 
Fishes,'  by  the  above-named  Lossenko,  emulates 
Raphael,  and  is  not  much  inferior  to  the  Carracci : 
the  style  is  directly  academic  and  eclectic,  and  yet, 
though  there  is  a  parade  of  learning,  first  principles 
are  imperfectly  understood.  One  thing  is  certainly  but 
too  apparent  in  the  performances  of  this  period, — the 
determination  at  any  cost,  whether  of  time  or  of  money, 
to  achieve  for  the  Russian  empire  an  art  ambitious  and 
imposing.  Ugrumoff,  pupil  of  Lossenko,  and  in  due 
course  appointed  Professor  and  Rector  of  the  Academy, 
followed  in  the  footsteps  of  his  master.  A  couple  of 
pictures  by  this  well-reputed  painter,  placed  perma- 
nently in  the  Hermitage  as  a  pledge  of  individual  and 
national  genius,  the  one  'The  Capture  of  Kazan  by 
John  the  Terrible  in  1552,'  the  other  'The  Election  of 
Michael  Romanofl"  to  the  Throne  of  Russia,'  find 
mention  in  my  Journal  in  the  following  unflattering 
terms  :— '  These  two  pictures  are  very  large,  very  feeble, 
very  pretentious.     It  is  evident  that  the  first  reformers 
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and  innovators  were  not  strong  enough  to  deliver  them- 
selves from  the  conventional,  smooth,  and  debilitate 
manner  of  their  Byzantine  progenitors.  The  colour,  as 
usual,  is  bad,  though  Oriental  splendour  has  been 
attempted.' 

The  best  way  to  understand  the  revival  of  painting 
in  Russia  is  to  accept  the  movement  as  a  constituent 
part  of  a  greater  whole.  First  came  a  newlj^-ordered 
empire,  a  newly-constituted  civilisation.  Contempora- 
neously arose  the  arts  of  utility.  Then  were  superadded 
beauty  and  decoration,  the  arts  of  refinement  and  of 
luxury.  And  in  this  new  birth,  architecture  of  course, 
as  the  connecting  link  between  utility  and  beauty,  neces- 
sity and  superfluity,  led  the  way,  and  imposed  the  con- 
ditions. Hence  the  stranger,  when  he  walks  through 
the  squares  and  streets  of  St.  Petersburg,  and  beholds 
the  parade  of  classic  columns,  pediments,  and  cupolas, 
can  tell  at  a  glance  what  must  be  the  pictorial  arts 
which  reside  within  academies  and  palaces.  As  I  have 
before  stated,  Russian  painters,  in  breaking  loose  from 
historic  moorings,  plunged  headlong  into  the  Italian 
Renaissance ;  they  had  wrenched  themselves  with  such 
violence  from  the  old  prescriptive  art  of  the  empire, 
that  at  one  rebound  they  leaped  to  the  furthest  ex- 
treme, and  had  neither  time  nor  inclination  to  stop 
among  the  early  pre-Raphaelites,  or  to  tarry  with  the 
mediaeval  Gothic  arts  which  might  have  offered  them 
a  half-way  resting-place.  Thus  these  Russian  revi- 
valists, at  one  fell  leap,  landed  themselves  in  the  midst 
of  European  decadence.  In  the  review  of  the  works 
produced,  I  do  not  wish  wholly  to  condemn  manifes- 
tations which  in  older  nations  might  savour  of  the  tyro 
or  the  schoolboy.  Russia,  considering  the  difficulties 
of    the   position,   has   done   well :    perhaps,   under    the 
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circumstances,  she  could  scarcely  have  done  better. 
She  has,  at  all  events,  brought  to  bear  upon  the  arts 
which  adorn  her  chief  cities,  strong  resolve,  definite 
system,  and  vast  wealth. 

Russia  is  no  exception  to  the  law  that  the  grandest 
art  has  always  been  the  issue  of  a  united  Church  and 
State.  The  world  owes  its  great  Cathedrals  to  the 
combined  religious  and  temporal  power.  By  such 
power,  centred  in  the  Tsar  of  all  the  Russias,  has  the 
Cathedral  Church  of  St.  Isaac  been  reared.  What 
St.  Peter's  is  to  Rome,  what  St.  Paul's  would  become 
for  London  if  fitly  decorated,  the  Cathedral  of  St. 
Isaac  is  to  St.  Petersburg.  It  is  the  embodiment  of 
a  great  idea,  a  sacrifice  to  God,  an  offering  up  of  what 
is  most  precious  in  the  nation's  substance.  I  will  not 
stop  to  inquire  whether  the  wiser  course  would  not 
have  been  to  have  adopted  the  Byzantine  architecture 
of  St.  Sophia  for  the  design  of  the  grandest  temple 
yet  raised  to  the  Greek  ritual.  What  chiefly  concerns 
the  present  argument  is^  that  when  once  the  forms 
of  the  Eastern  Empire  as  found  in  Constantinople, 
Ravenna,  and  Venice,  were  rejected  in  favour  of  the 
Italian  Renaissance,  as  exemplified  by  St.  Peter's  in 
Rome,  the  treatment  of  all  the  accessory  arts,  the 
style  of  all  subsidiary  sculptures,  mosaics,  pictures,  and 
other  mural  decorations,  followed  in  logical  sequence. 
Thus  the  external  statues  and  bas-reliefs,  even  when 
Russians  have  been  employed,  partake  of  the  French 
or  modern  Italian  manner ;  the  mosaics  also,  instead 
of  being  severe  or  archaic,  belong  to  the  mode  known 
as  the  pictorial ;  while  the  paintings,  though  here  and 
there  bearing  trace  of  the  Greek  school,  pertain  sub- 
stantially to  the  Italian  decadence.  This  surrender  of 
all  claim  to  nationality  was  of  course  to  be  expected. 
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as  soon  as  a  French  architect,  M.  de  Montferrand  by 
name,  was  called  upon  to  make  the  design  and  carry 
out  the  work.  But,  at  all  events,  the  pictures  are  in 
great  part  by  Russian  artists  ;  the  mosaics,  too,  are 
directly  national,  if  not  always  in  design  at  any  rate 
in  execution.  Likewise  the  structural  and  decorative 
materials  —  the  richest  ever  brought  to  the  service 
of  the  Church — consisting  of  malachite,  lapis  lazuli, 
polished  porphyry,  and  many  -  coloured  marbles — are 
all  the  produce  of  the  Russian  dominions.  The  collec- 
tive effect,  though  far  from  satisfactory  when  tested 
by  strict  standards,  is  most  assuredly  not  devoid  of 
Oriental  splendour  or  barbaric  grandeur.  Yet  it  must 
be  confessed  that  the  pictures  in  oil  suffer  in  competi- 
tion with  the  sumptuous  materials  wherewith  they  are 
surrounded.  Mosaics  must  inevitably  make  merely 
painted  designs  look  weak  and  poor.  And  frescoes, 
which  would  have  been  a  more  equal  match  to  richly 
encrusted  decorations,  were  forbidden,  as  incapable  of 
sustaining  the  severe  vicissitudes  of  the  northern 
climate.  Perhaps  the  wiser  course  had  been  to  ex- 
clude, as  in  St.  Peter's  in  Rome,  oil-pictures  altogether, 
and  so  to  trust  for  pictorial  embellishment  to  mosaics 
exclusively.  But  mosaic — the  art  for  eternity — cannot 
be  carried  out  in  a  hurry.  In  the  meanwhile,  re- 
course was  had  to  oil-painting  on  canvas.  But  the 
architect,  foreseeing  the  difficulties  involved,  gave  strict 
injunctions  that  all  pictorial  compositions  should  be 
treated  with  breadth,  simplicity,  and  decision — instruc- 
tions all  the  more  needed  because  these  are  the  last 
qualities  we  look  for  in  Russian  art.  It  may  be 
fortunate  for  the  painters  concerned  that  their  short- 
comings are  shrouded  by  the  sacred  shadow  of  a 
gloomy  interior. 
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St  Isaac's  suffers,  in  common  with  the  interiors  of 
all  Greek  Churches,  from  the  strict  interpretation  of 
the  commandment,  'Thou  shalt  not  make  unto  thee 
any  graven  image.'  Thus  even  Thorwaldsen's  statues 
of  Christ  and  the  Twelve  Apostles,  as  set  up  in  the 
Protestant  Church  at  Copenhagen,  would  be  deemed 
in  Russia  of  the  nature  of  idolatry.  An  architect  is 
in  fact  precluded  from  using,  either  for  the  purposes 
of  decoration  or  devotion,  any  figure  in  the  round : 
only  are  permitted  pictures,  mosaics,  bas-reliefs,  and 
other  designs  on  a  flat  surface.  It  were  foreign  to  my 
purpose  to  point  out  how  illogical  is  this  distinction  ; 
all  that  is  here  needful  to  say  is,  that  it  will  always 
be  hard  for  the  arts  in  Russia  to  stand  against  this 
obloquy  thrown  on  the  noble  art  of  sculpture.  In 
St.  Isaac's  the  pictorial  decorations  were  apportioned 
between  Frenchmen,  Italians,  Germans,  and  Russians. 
The  following  names  of  the  artists  employed  declare 
tolerably  well  the  several  nationalities  engaged  :  — 
Pluchart,  Chamchine,  Mussini,  Steuben,  Riess,  Markoff, 
Schebouief,  Moldavsky,  Zavialoff,  BruUoff,  Neff,  and 
Bruni.  Only  the  last  three  have  executed  works  in 
St.  Isaac's,  the  Church  of  the  Kazan,  or  elsewhere, 
which  call  for  individual  mention. 

Karl  BruUoff  (born  1800,  died  1852),  known  as  a 
historic  portrait  and  genre  painter,  professor  in  the 
Academy,  Knight  of  the  Order  of  Wladimir,  &c.,  was 
the  first  Russian  artist  to  acquire  a  European  reputa- 
tion. This  distinction  is  rightly  due  to  one  of  the 
most  remarkable  pictures  in  modern  times,  'The  Last 
Day  of  Pompeii,'  conspicuous  for  something  better 
than  size  among  the  works  which  constitute  the  Russian 
school  in  the  Gallery  of  the  Hermitage.  Karl  Brulloff 
the    painter   was    brother   to   Alexander    Brulloff    the 
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architect ;  the  latter  can  scarcely  be  forgiven  for  having 
disfigured  the  Kremlin  in  Moscow,  perhaps  the  most 
picturesque  position  in  Europe,  with  a  palace  which 
in  art-design  is  surpassed  by  some  of  the  Manchester 
factories  and  warehouses.  Each  brother,  as  a  matter 
of  course,  studied  in  Italy,  and  thence,  as  the  custom 
is,  imported  into  Russia  corrupt  and  hybrid  styles. 
'The  Last  Day  of  Pompeii'  is  allied  to  the  school 
of  the  Carracci  ;  indeed  Russian  painters  half-a-century 
ago,  conforming  to  the  tendency  of  the  times,  thought 
with  Reynolds  that  too  much  study  could  not  be 
given  to  the  masters  of  Bologna.  Yet'  this  great  work 
also  shows  the  influence  of  David,  Lebrun,  and  Girodet. 
Brulloff  studied  in  Rome  while  Girodet  was  Director 
of  the  French  Academy  on  the  Pincian :  the  French- 
man and  the  Russian  met,  and  their  styles  evidently 
intermingled.  'The  Last  Day  of  Pompeii,'  which  was 
painted  in  Rome  just  about  forty  years  ago,  is  en- 
graved in  the  work  of  Count  Raczynski,  and  has  been 
known  throughout  Europe  as  the  most  memorable 
achievement  of  the  Russian  school.  Over  a  canvas 
five-and-twenty  feet  long  the  city  is  in  flames,  the 
inhabitants  are  flying,  the  ashes  are  falling.  The 
picture  is  well  conceived  for  situation  and  dramatic 
action.  The  heads,  the  general  anatomies  and  the 
draperies,  prove  study  and  persistent  labour  ;  but  the 
manipulation,  as  usual  in  Russia,  is  mechanical ;  the 
surface  is  smooth,  even  to  weakness  ;  texture  there  is 
none.  The  work  as  a  whole  is  perplexed  by  anomalies 
and  contradictions.  It  is  formal  and  yet  extravagant, 
it  is  academic  yet  spasmodic,  it  leaves  the  spectator 
cold  because,  instead  of  issuing  from  the  heat  of  imagi- 
nation, it  comes  piecemeal  by  a  process  of  slow  elabo- 
ration.     When    a    Russian    painter    deems    that    his 
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subject  wants  more  heat  he  throws  in  a  Httle  fire  and 
brimstone,  just  as  a  cook  adds  pepper  or  curry-powder 
to  a  hash.  In  Moscow  I  recall  a  dozen  or  more 
studies  and  pictures  which  prove  BruUoff  to  have  been 
a  man  of  no  ordinary  power  and  resource.  He  died 
full  of  work  :  yet  the  designs  made  for  the  decoration 
of  St.  Isaac's,  carried  out  by  inferior  hands,  are  far 
from  satisfactory.  'The  Triumph  of  the  Madonna,' 
in  the  dome,  is  a  confused  extravaganza,  which  might 
have  been  compiled  in  competition  with  the  same 
subject  by  Correggio,  known  as  the  '  Hash  of  Fogs.' 
Yet  Brulloff  has  rightly  been  held  in  high  esteem, 
and  how  favourable  was  the  impression  made  by  his 
master-work  will  be  seen  by  the  following  interesting 
entry  in  the  journal  of  the  late  David  Scott : — 

'  2\&t  Jarmary,   1833. — Meet  Gibson,  Macdonald,  and  Severn,  and  go 

in   a  body  to  visit  Overbeck Out  into  the  open  air  again, 

we  pass  along  to  the  studio  of  Brulloff,  a  Russian,  who  has  nearly  finished 
a  large  composition,  'The  Last  Day  of  Pompeii.*  He  has  made  a  grand 
work,  with  good  painting  on  the  surface,  good  drawing  and  design,  and 
great  unity  of  invention;  upon  the  whole,  one  of  the  best  of  that  class  of 
pictures  I  have  seen.  But  there  is  awanting  something  to  stir  the  mind 
strongly  and  awake  thought.  All  is  expressed  and  lain  open.  A  whole  sheet 
is  spread  before  you,  written  from  beginning  to  end,  and  you  tire  of  what  is 
so  fully  and  often  told.  The  costume  is  very  exactly  attended  to.  This 
historical  accuracy  the  French  have  the  merit  of  introducing ;  it  has  since 
spread  over  all  the  Continent,  but  is  resisted  by  some  of  the  Germans. 
My  companions  praised  both  the  Russian  and  the  German,  but  Gibson 
afterwards  began  to  criticise.' 

F.  Antonowitsch  Bruni,  a  family  name  found  more 
than  half-a-dozen  times  in  the  annals  of  European  art, 
is  a  painter  who  merits  to  have  his  biography  written. 
First  a  pupil  in  the  Imperial  Academy,  then  a  resident 
for  years  in  Rome,  he  returned  to  St.  Petersburg  in 
1844,  became  professor  and  director,  and  entered  on 
colossal  undertakings.     The  manner  he  brought  back 
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with  him  was  naturally  that  of  the  late  Italians. 
'"The  Brazen  Serpent,'  scarcely  less  famous  that  its 
companion  picture  in  the  Hermitage,  '  The  Last  Day 
of  Pompeii,'  is  five-and-twenty  feet  long ;  it  comprises 
thirty  groups  and  as  many  dramas;  the  drawing  is 
good,  the  expression  and  action  are  intense.  But  the 
manner,  as  might  be  expected,  tells  of  the  painter's 
foreign  studies.  Battoni  and  Benvenuti  are  present ; 
David  is  not  far  distant;  and  yet  to  a  prevaiHng 
eclecticism  are  added  the  vigour  and  impetuosity  which 
occasionally  enter  into  these  northern  schools.  Moses 
and  the  surrounding  priests  are  noble;  still  I  fail  to 
distinguish  in  this  crowning  achievement  any  distinc- 
tive nationality,  anything  amounting  to  a  new  element 
in  the  way  of  art-creation.  Bruni  fell  into  a  fault  but 
too  common  among  these  Russian  painters  :  inconstant 
ever,  they  pass  from  style  to  style,  from  subject  to 
subject ;  at  one  moment  they  paint  Venus  and  the 
next  they  compose  'The  Last  Judgment.'  As  an  al- 
most inevitable  consequence,  individuality  is  lost  and 
sincerity  and  conviction  are  surrendered.  Thus  in  the 
Hermitage  the  same  artist  produces  a  coarse  and 
voluptuous  '  Bacchante,'  and  *  The  Agony  in  the  Garden.' 
The  last  widely-diffused  composition  may  have  sug- 
gested to  Joseph  Meyer  one  of  the  most  impressive 
scenes  in  the  Passion  Play  at  Ammergau.  It  is  the 
misfortune  of  these  Russian  painters  that  they  serve 
two  masters — they  are  by  turns  sacred  and  profane. 
Still  allowance  must  be  made  for  the  tentative  efforts 
of  an  infant  school,  which  not  unnaturally  tries  every- 
thing in  order  to  prove  wherein  its  power  may  lie. 
Bruni's  life  has  been  crowded  with  work;  he  painted 
for  a  church  in  Constantinople,  for  the  Kazan  Cathedral 
in  St.  Petersburg  ;  and  his  arduous  undertakings  in  St. 
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Isaac's  have  for  scale  and  wide  range  of  thought  been 
compared  with  the  labours  of  Michael  Angelo  in  the 
Sistine.  The  compositions  extend  from  the  transept 
to  the  door;  they  comprise  a  grand  Biblical  series, 
including  '  The  Deluge,'  '  The  Sacrifice  of  Noah,'  '  The 
Vision  of  Ezekiel,'  and  '  The  Judgment  Universal'  The 
colossal  Christ,  standing  with  upraised  arms  in  the 
midst  of  quick  and  dead,  is  two  or  three  times  the 
size  of  the  surrounding  figures— a  treatment  consonant 
with  ■  Byzantine  practice,  size  being  here  put  as  the 
outward  sign  of  Divine  power.  On  the  one  side  the 
overthrow  of  the  wicked  is  a  grand,  impetuous  passage, 
which  recalls  the  compositions  of  Signorelli ;  on  the 
other,  beings  who  enter  on  life  eternal  have  a  beatitude 
and  beauty  akin  to  Fra  Angelico.  Thus  the  reader 
will  already  have  surmised  that  Bruni  owes  somewhat 
to  Raphael,  Michael  Angelo,  and  II  Beato ;  something 
also  to  Overbeck,  Cornelius,  and  Kaulbach.  In  thus 
attempting  to  assign  the  exact  whereabouts  of  the 
artists  of  St.  Petersburg,  it  may  not  be  wholly  fanciful 
to  indicate  points  of  analogy  between  Russia  and 
America.  Each  country  has  vast  territory,  occupied 
and  unoccupied  ;  each  nation  is  comparatively  new  to 
art  and  to  civilization  ;  each  is  alike  fired  by  ambition 
in  excess  of  knowledge,  by  zeal  beyond  discretion. 
And  thus  the  painters  of  Russia  and  America  'rush 
in  where  angels  fear  to  tread  ;'  as  adventurous  settlers 
who  overrun  a  thousand  or  more  miles,  they  engage 
to  cover  two  or  three  hundred  square  feet  of  canvas, 
and  if  they  lack  capacity  or  creative  thought  they 
borrow  and  annex  what  is  most  to  the  purpose  or 
nearest  to  hand.  They  appropriate  too,  on  slightest 
pretence,  not  only  foreign  art  but  the  foreign  artist : 
thus    Bierstadt    is    claimed    as    an    American,    though 
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born  and  educated  in  Germany ;  and  in  like  manner 
Bruni  is  deemed  the  head  of  the  Russian  school, 
though  his  birth-place  was  Milan,  and  his  name,  and 
in  great  part  his  education,  were  Italian. 

Timothee  Andreewitsch  Neff^  judged  by  his  naked 
nymphs,  which  are  more  often  copied  than  any  other 
figures  in  the  Hermitage,  can  have  no  very  decided 
vocation  for  religious  art.  But  Neff  and  his  brethren 
in  St.  Petersburg,  like  Cornelius  and  Kaulbach  among 
the  Germans,  treat  all  themes  and  all  creeds,  if  not 
with  absolute  indifference,  with  perfect  impartiality ; 
and  thus  Mount  Parnassus,  Mount  Olympus,  and  the 
Mount  of  Transfiguration,  have  equal  claim  on  their 
time  and  talents.  Neff,  when  most  true  to  himself, 
most  nearly  approaches  Riedell,  Winterhalter,  or  Leo- 
pold Robert ;  but,  like  other  artists  in  the  Russian 
revival,  nothing  contents  him  till  he  reaches  that  last 
infirmity  of  feeble  minds,  the  perpetration  of  high  art. 
He  has  painted  for  the  chapel  of  the  Winter  Palace 
'Greek  Saints'  and  'The  Last  Supper.'  His  works 
have  obtained  place  in  St.  Isaac's,  and  his  designs  are 
translated  into  mosaics  in  the  Imperial  manufactory. 
Neff  was  born  in  1805  in  Esthland,  on  the  Gulph  of 
Finland  :  as  the  province  is  chiefly  held  and  cultivated 
by  Danes  and  Germans,  the  question  here  again  arises 
as  to  whether  the  painter's  nationality  is  strictly  Russian. 
But  the  Imperial  patronage  which  brings  from  the 
north  and  from  the  south,  from  the  east  and  from  the 
west,  all  outlying  talent,  attracted  Neff  to  St.  Peters- 
burg. In  the  year  1837  he  is  painting  portraits  for 
the  Royal  Family,  in  1844  he  is  in  Rome,  in  1851  he 
is  again  in  St.  Petersburg,  patronised  by  the  Court. 
Such,  in  brief,  is  the  life  and  the  labour  of  the  leading 
artists  in  Russia. 
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Russian  painters,  it  is  said,  are  short-lived,  and 
subject  to  sudden  overthrow.  Brulloff  died  while  yet 
strength  and  work  should  have  remained  to  him ;  some 
report  through  passion  for  his  art,  others  surmise  from 
passion  of  another  sort.  I  have  understood,  and  can 
well  believe,  that  self-indulgence  is  an  infirmity  to 
which  art-genius  in  the  northern  states  of  Europe  is 
peculiarly  prone.  The  poet  and  improvisatore  Bellman, 
the  Burns  of  Sweden,  died,  it  is  not  precisely  known 
how  or  why.  Popular  writers,  who  turn  plainest  facts 
into  thrilling  romance,  would  have  us  believe  that 
Bellman  expired,  as  the  fabled  swan,  in  the  act  of 
singing.  Others  assert,  as  a  literal  truth,  that  the 
poet's  soul  was  sighed  out  in  a  fit  of  drunkenness.  I 
have  been  informed,  that  in  these  northern  climates 
the  art  temperament  is  singularly  subject  to  catas- 
trophe. At  any  rate,  as  to  the  general  population  of 
St.  Petersburg,  I  can  testify  that  in  no  other  European 
capital  is  drunkenness  seen  so  openly  in  the  public 
streets.  Within  the  space  of  a  short  walk  from  my 
hotel  in  St.  Michael's  Square  I  have  counted^  about 
the  hour  of  twilight,  more  than  a  dozen  men  and 
women  reeling  between  the  wall  and  the  gutter.  The 
cause  of  this  popular  habit  it  is  not  hard  to  divine. 
Provisions  are  dear,  while  spirits,  hot  as  wildfire,  are 
so  cheap,  that  the  luxury  of  getting  drunk  can  be 
purchased  for  twopence.  Moreover,  in  climates  humid 
and  cold,  stimulants  may  seem  the  natural  resource. 

It  might  be  interesting  to  carry  the  argument 
some  steps  further,  and  to  show  the  relation  which 
subsists  in  these  northern  zones  between  the  arts  and 
insanity.  Yet,  judging  from  the  internal  evidence 
afforded  by  the  many  thousand  pictures  painted  within 
a  hundred  years — which  is  about  the  limit  of  the  art- 
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period    in    northern    Europe— I    should    say   that    the 
painters   are  not  insane   enough.     With  comparatively 
few  exceptions  the  works  have  been  done  to  order  in 
cold   blood;    they   lack    afflatus;    they   are   too    prosy 
and  heavy  to  be   touched   by  madness.     M.   Zichy  of 
St.  Petersburg,   however,  has  an  imagination   by  turns 
exalted  and  debased  by  a  species  of  demoniacal  power. 
And   Malmstrom,  the    Swede,  enters   fairyland  with   a 
kind  of  hobgoblin  fancy,  which  seems  to  tread  on  the 
confines  of  artistic  inspiration  and  high  artistic  phases 
of  insanity.     I  find  myself  led  insensibly  towards  ques- 
tions of  utmost   interest,  difficult  as  they  are  delicate. 
It  is  well  known  that  the  dark  nights,  the  long  dreary 
winters    of    Norway,    engender    brooding    melancholy 
verging  on  madness.     In  the  arts  of  Scandinavia  I  see 
dark  shadow  and  dismay.      In   the  wood-carved  doors 
and  pulpits   of  churches,   in   the   tables   and    chairs    of 
domestic    dwellings  belonging   to   a    barbarous    age,    I 
find  the  serpent  and  the  dragon  devouring  their  prey. 
The  gall  of  bitterness,  the  tooth  of  poison,  the  tongue 
of  flame,  have  from  time  out  of  mind  entered  into  the 
arts  of  these  moodily-imaginative  races.      The  relation 
between  race,  climate,  religion,  government,  on  the  one 
hand,  and   the   arts   on  the   other,   lies  at  the  root  of 
national   art  growth.      In   Russia,  however,  a   problem 
always  difficult  to  solve  becomes  further    complicated. 
The  icy  cold  of  the   north  is  thawed,  as  it  were,  by 
contact  with  the  sunny  waters  of  the  balmy  Mediterra- 
nean.     And   this    conflict    and    fusion   of    antagonistic 
elements    may  serve   to    explain    the   statement    above 
made,  that  the  artists  of  the  north  are  frail  and  short- 
lived.    If  we  imagine  a  plant  taken  before  its  prime 
from  its  first  habitat   in   St.  Petersburg,  then  plunged 
in  the  Roman  Campagna,  and,  after  there  growing  in 
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summer  sunshine  side  by  side  with  the  acanthus,  re- 
moved from  the  banks  of  the  Tiber  to  the  shores  of 
the  Neva,  we  picture  to  ourselves  the  severe  experience 
of  Russian  artists.  Few  constitutions  are  strong  enough 
to  withstand  the  trial.  If  again  we  imagine  a  mind 
naturally  lethargic,  engulfed  in  the  gay  dissipation  of 
Paris,  or  strung  up  to  a  high  pitch  of  tension  and 
sensitiveness  by  mingled  study  and  pleasure  in  Italy, 
if  we  suppose  such  a  nature  taken  back  in  the  conflict 
of  hope  and  fear  to  St.  Petersburg,  a  capital  termed 
for  its  dissipation  the  Babylon  of  modern  Europe,  we 
can  well  understand  how  men  prematurely  break  down. 

The  art  evolved  is  just  what  might  be  expected. 
It  has  a  groundwork  heavy  and  dense  as  a  clay  subsoil*: 
plodding  stolidity  lies  as  its  substratum,  and  then  on 
the  surface  come  a  play  of  hectic  light,  a  pulse  of  fever, 
an  electric  flash,  as  when  a  galvanic  wire  convulses  the 
stiffened  limbs  of  a  creature  whose  life  is  gone.  Such 
is  the  penalty  when  the  order  of  nature  has  been  defied  ; 
when  the  arts  which  have  affinity  for  the  Equator  are 
dragged  within  sight  of  the  North  Pole.  But  possible 
escape  may  come.  In  the  streets  of  St.  Petersburg 
are  sold  delicious  melons,  ripest  grapes,  and  figs  ;  they 
are  grown  on  the  sunny  shores  of  the  Black  Sea,  in 
the  fertile  fields  of  the  Crimea.  Even  so,  when  Russia 
shall  have  planted  or  conquered  a  southern  capital, 
may  spring  into  life  the  arts  which  of  yore  flourished 
in  the  soil  of  Greece  or  under  the  sun  of  Italy. 

There  are  certain  outlying  capitals  wherein  painters 
of  genius  may  labour  for  life  with  little  chance  of 
achieving  European  reputations.  Vienna  hardly  lies 
within  the  commonwealth  of  art,  and  the  more  distant 
cities  of  Moscow  and  St.  Petersburg  are  all  but  severed 
from  the  great  centres  of  contemporary  schools.     Other- 
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wise  it  might  appear  astonishing   how  Httle   is   known 
beyond    the    Russian    frontier   of  artists   who,    if    they 
belonged    to   Paris   or   London,    to    BerHn    or    Munich, 
would  have  been    made   familiar   as   household   words. 
At  all   events,  almost  unheard  of  in  Western   Europe 
are  three  painters,  Professor  Gay,  M.  Flavitsky,  and  M. 
Ivanofif,   who,    if  somewhat   inferior   to    Delaroche,    are 
about  on  a  par  with  E.  M.  Ward,  R.A.  when  at  his  best, 
or  with  J.  R.  Herbert,  R.A.  when  most  academic.     Yet 
of  these  three  distinguished   men   Ivanoff  was  a   close 
student  in  Rome  for  twenty  years,  and  Flavitsky  and 
Gay  have  contributed  large  historic  and  sacred  works 
to  International  Exhibitions  in  Paris  and  London.     The 
chief  work  by  Professor  Gay  with  which  I  am  acquainted 
is  '  The  Last    Supper,'  a   large   imposing   picture   that 
serves  in  its  place  within  the  Academy  on  the  Neva  to 
pronounce  the  ambition,  the  power,  and  even  the  ori- 
ginality of  the    Russian   school.     The   conception  and 
composition    are    new   and    bold ;    the    Supper   is    not 
arranged  at  a  long  straight  table  as  by  Giotto,  Leonardo, 
and  others,  but  more  after  the  manner  of  a  triclinium,  as 
by  Poussin.     Unwonted  prominence  is  given  to  Judas, 
a  grandly  dramatic  figure  in  deep  unbroken  shadow  cast 
with  startling  contrast  against  a  surprise  of  light.     The 
situation  is  tragic,  even  melo-dramatic  ;  and  to  gain  all 
possible  force,  even  surface-texture  is  not   neglected,  a 
quality  in  which  Russian  artists  are  usually  deficient.     I 
would  point  to  another  work  by  Professor  Gay,  '  Christ's 
Agony  in  the  Garden,'  a  conception  of  rare  originality 
and  power.     The  figure  is  in  grand  isolation,  the  disci- 
ples are  away,  and  the  Saviour  kneels  alone  in  prayer 
and    agony.     The    olive   trees    around   are    true    as    if 
painted    on    the    spot.       I    have    myself    walked    and 
sketched  within  the  inclosure  half-way  up  the  Mount 
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of  Olives,  which  still  bears  the  name  of  Gethsemane, 
and  the  trees  that  yet  survive  are  said  to  have  witnessed 
the  Agony.  The  artist  gains  reality  by  his  fidelity; 
fancy  could  not  have  filled  in  so  fitting  a  back-ground. 

I  may  here  add  that  one  of  my  objects  in  making 
a  tour  to  Russia  was  to  observe  how  the  head  of  Christ 
had  been  treated  by  the  Greek  Church  from  the  early 
Byzantine  times  down  to  the  present  day.  The  space 
at  my  comm.and  does  not  permit  me  to  enter  on  so  large 
a  topic.  I  will  therefore  only  observe  that  Professor 
Gay  has  introduced  into  Christian  art,  almost  for  the 
first  time,  the  Slavonian  race.  The  type  differs  from 
the  head  of  Christ  in  da  Vinci's  '  Last  Supper.'  The 
brow  is  less  serene,  the  eyes  are  small  and  sunken, 
the  cheek-bone  is  high,  altogether  the  head  is  more 
individual  than  ideal,  at  least  in  our  Caucasian  sense. 
Yet  the  artist  evidently  strives  after  an  ideal — the  divine 
in  the  human — only  his  basis  or  starting-point  is  not 
Caucasian,  but  Slavonic.  I  may  further  add  that  the 
growth  of  the  hair,  divided  in  the  middle  of  the  forehead 
and  falling  in  long  lank  ringlets  down  to  the  shoulders, 
is  after  the  style  adopted  by  the  priests  of  the  Greek 
Church.  Professor  Gay  agrees  with  the  masters  of 
Italy  in  giving  to  the  head  of  Christ  a  lofty  coronal 
development ;  on  the  contrary,  Tilbruni,  who  finds  a 
place  in  the  Hermitage,  as  well  as  some  other  Russian 
painters,  fall  into  the  fatal  mistake  of  a  low  sloping 
forehead,  with  a  flat  unelevated  crown.  Russian  artists 
need  to  be  informed  of  the  laws  of  cerebral  develop- 
ment. I  would  here  remark  that  I  have  never  seen  in 
Italy  or  in  the  East  finer  models  for  prophets  or  apostles 
than  the  priests  who  officiate  in  the  Kremlin,  Moscow,  or 
in  the  cathedrals  at  St.  Petersburg.  An  English  photo- 
grapher,   Mr.  Carrick,    residing   in    St.  Petersburg,    has 
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made  valuable  studies  of  the  head  and  robes  of  vener- 
able ecclesiastics  ;  the  series,  if  published,  as  originally 
intended,  would  be  prized  not  only  by  artists,  but  by 
persons  of  various  religious  denominations  interested 
in  the  faith  and  the  ritual  of  the  Greek  Church, 

Constantin  Dmietriewitsch  Flavitsky  (born  1829,  died 
1866),  successively  pupil,  pensioner,  and  professor  of  the 
Imperial  Academy,  is  one  of  the  many  Russian  painters 
who  has  been  carried  off  in  his  prime.  His  large  picture, 
'  Christ  on  the  Cross,'  gained  him  a  pension  ;  his  com- 
position in  the  Academy,  '  Early  Christians  about  to 
be  given  up  to  Wild  Beasts  in  the  Coliseum,'  though 
florid  and  extravagant,  does  credit  to  his  training ;  his 
third  and  last  work,  '  The  Legendary  Death  of  the 
Princess  Taraknoff,'  the  most  memorable  among  the 
Russian  contributions  to  the  Great  JParis  Exhibition  of 
1867,  gave  him  a  place  by  the  side  of  Delaroche  among 
the  illustrious  dead.  The  drawing  and  modelling  of  the 
figure  were  true  and  firm,  altogether  the  work  displayed 
a  well-trained  maturity  which  took  Western  Europe  by 
surprise,  full  credit  not  having  been  given  to  Russia  for 
the  strenuous  and  noble  efforts  made  to  rear  and  to 
sustain  a  school  of  high  art.  Yet  Flavitsky's  imagi- 
nation was  fevered ;  instead  of  a  mind  like  that  of 
Delaroche,  preserved  in  the  calm  balance  and  the  ab- 
stracted contemplation  which  befit  the  student  of  history, 
this  artist,  in  common  with  his  contemporaries,  fell  into 
sensation  and  melodrama.  This  lady  of  the  legend  is 
seen  calmly  awaiting  her  watery  grave  as  the  flood 
sweeps  upwards  to  her  point  of  refuge ;  rats  driven 
from  their  holes  and  hiding-places  gather  round  her. 
It  has  been  thought  that  a  rat  is  too  ignoble  a  crea- 
ture to  find  admission  into  high  or  imaginative  art ; 
Mr.  Millais,  in  his  picture  of  drowning  Ophelia,  at  first 


IVANOFF'S  BAPTISM  OF  ST.   JOHN,  295 

introduced  a  water-rat,  but  on  reconsideration,  the  artist 
determined  that  the  low-bred  animal  should  be  painted 
out.  Flavitsky  suffered  like  other  over-wrought  men, 
he  was  borne  down  under  stress  of  work  at  the  early 
age  when  Raphael  died  ;  he  permitted  himself  no 
respite  or  recreation  ;  he  was  literally  worn  out  in  his 
thirty-seventh  year  from  want  of  rest.  At  the  time  of 
his  death  he  was  busy  on  designs  of  saints  for  one  of 
the  churches  at  Wilna.  Of  like  Church  patronage  it 
is  hard  to  see  the  limit  or  the  end  ;  for  example,  in 
Moscow  is  a  vast  church,  the  pictorial  decorations 
whereof  will  occupy  years,  and  throughout  the  empire 
new  edifices  will  from  time  to  time  be  raised,  or  old 
places  for  worship  restored,  the  walls  of  which  will 
give  employment  to  artists  yet  unborn.  A  future  for 
the  Russian  school  is  thus  secured,  and  that  future 
presents  points  of  analogy  with  past  epochs  in  Italy 
when  the  Church  was  the  munificent  patron  of  art. 

Yet,  in  the  meanwhile,  the  life  of  the  Russian  artist 
is  chequered,  shadows  darken  the  sunlight,  the  heart 
grows  sick  through  hope  deferred.  Such  was  the  lot 
of  Alexander  Andreewitsch  Ivanoff,  whose  master-work, 
'  Christ  appearing  to  the  people  at  the  Baptism  of  John,' 
is  by  far  the  most  important  example  of  the  national 
school  in  the  public  gallery  of  Moscow.  Thirty  years, 
ago,  Count  Raczynski,  judging  from  studies  then  made, 
predicted  that  the  picture  would  constitute  an  epoch 
in  Russian  art.  The  conception  is  fine.  The  multitude, 
draped  and  undraped,  are  gathered  on  the  banks  of  the 
Jordan  awaiting  baptism.  The  Saviour  comes.  St. 
John,  a  grandly  conceived  figure,  exclaims  with  up- 
raised arms,  '  Behold  the  Lamb  of  God.'  Some  deride, 
others  look  with  mingled  wonder  and  worship.  The 
Saviour,  still   in   the  distance,  slowly  bends   His   steps 
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to  the  place  of  baptism,  but  as  yet  He  is  alone  ;  the 
solitude  of  the  figure  is  most  impressive.  The  figures, 
life-size,  and  five-and-thirty  in  number,  have  been  justly 
extolled  for  accurate  drawing  and  forcible  expression, 
yet  it  has  been  objected  that  the  forms  are  monotonous, 
as  if  the  models  had  not  been  sufficiently  varied,  and 
undoubtedly  the  colour  is  crude  and  exaggerated.  I 
remember  the  time,  now  nearly  fifteen  years  ago,  when 
the  picture  just  finished  was  the  talk  of  Rome.  The 
artists  in  the  Cafe  Greco  were  unanimous  in  its  praise, 
but  the  colour  was  known  to  be  so  outrageous  that  an 
English  photographer,  who  had  been  commissioned  to 
take  a  plate  for  transmission  to  Russia,  declared  the 
task  impracticable.  Yet  I  fancy  that  a  cheap  print 
which  I  purchased  under  an  archway  in  Moscow  must 
have  been  indebted  to  a  photograph  for  the  accuracy 
of  its  outlines.  The  picture  in  this  popular  reproduction 
may  be  said  now  to  form  part  of  the  pictorial  Bible  of 
the  people.  The  Russian  peasant  has  a  craving  for 
prints,  made  the  more  popular  by  hot  stimulating 
colour,  and  during  fairs,  and  at  places  of  pilgrimage, 
the  sale  of  Madonnas  and  Saints,  and  pictures  of 
miracles  performed  expressly  in  honour  of  Russia,  be- 
comes quite  a  flourishing  trade.  But  poor  Ivanoff  did 
not  live  to  enjoy  the  popularity  which  awaited  his 
picture.  In  my  mind's  eye,  I  see  him  now,  silent  and 
sad,  careworn  and  broken  in  health,  as  he  stood  beneath 
the  immense  canvas  which  embodied  the  anxious  toil 
of  twenty  years.  He  had  borne  up  against  poverty, 
he  had  struggled  manfully  through  obscurity,  and  then 
as  the  goal  was  reached  he  died.  The  sad  tidings, 
when  they  reached  England,  moved  me  deeply  ;  even 
in  the  proverbial  calamities  of  genius  few  stories  are 
more  touching.     Russian   artists  overtax  their  powers, 
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and  imperial  patronage  has  been  known  to  come  as  a 
death-warrant.  Brulloff,  as  we  have  seen,  died  in 
harness ;  Flavitsky  broke  down  from  want  of  rest ;  Ivanoff 
barely  lived  to  see  his  life's  work  accomplished. 

The  number  of  artists  in  Russia  who  can  execute  a 
fairly  good  historic  picture  is  much  greater  than  could 
well  be  imagined.  England,  at  least  since  the  dissolu- 
tion of  the  Fine  Arts  Commission,  must  yield  to  Russia 
in  the  way  of  high  art.  The  surprise  that  a  semi- 
barbarous  nation  should  take  the  lead  in  what  is  deemed 
the  most  advanced  walk  in  the  profession,  may  be 
lessened  by  the  consideration  that  mediocre  historic 
pictures  are  of  all  works  the  most  easy.  Vasari  boasted 
that  even  in  his  time  art  had  made  such  astounding 
advance  that  it  was  possible  in  a  few  days  or  hours  to 
carry  out  designs  which  in  previous  centuries  had  called 
for  years.  Even  in  the  same  proud  position  has  the 
Imperial  Academy  placed  the  artists  of  St.  Petersburg. 
The  number  of  painters  who  can  execute  respectable 
academic  w^orks  almost  exceeds  the  bounds  of  belief. 
Among  the  best  of  their  kind  I  have  noted  the  follow- 
ing: — MM.  Miiller,  Egoroff,  Reutern,  Bassine,  Tilbruni, 
Simmler,  Bronnikoff,  Jacoby,  Ravolof,  Chumakof,  Shere- 
metef,  and  Kiprensky.  These,  and  other  painters  with 
careers  well  defined  at  home,  are  in  Western  Europe  as 
absolutely  undistinguished  as  if  they  lived  and  laboured 
in  the  Chinese  Empire.  For  instance,  Theodore  Miiller, 
who  deserves  to  be  remembered  for  a  rapturous  and 
Raphaelesque  composition,  'The  Preaching  of  St.  John 
in  Patmos,'  finds  no  place  in  biographical  dictionaries, 
though  more  than  forty  artists  of  the  name  of  Miiller 
are  studiously  recorded.  Five  out  of  the  above  dozen 
painters,  however,  figure  in  Dr.  Waagen's  work  on  the 
Hermitage.     Kiprensky   has    been   called   the    Russian 
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Vandyck ;  his  portrait  of  Thorwaldsen  has  character 
and  power.  Egoroff's  composition,  '  Christ  Bound,'  is  at 
all  events  not  without  ambition.  Bassine's  '  Socrates 
defending  Alcibiades  in  Battle'  may  be  received  as  a 
standard  work  by  reason  of  the  place  accorded  to  it 
in  the  Hermitage.  The  Academy  cherishes  a  large 
number  of  prize  pictures  rewarded  with  gold  medals  : 
the  fault  of  these  pretentious  performances  is  that  they 
but  too  closely  resemble  the  inflated  essays  of  school- 
boys. Altogether,  it  must  be  admitted  that  the  Russian 
pictures  in  the  Hermitage  and  the  Academy  suffer  in 
comparison  with  the  works  of  French  artists — Le  Brun, 
David,  Gericault,  Robert,  Vernet,  Ingres,  Flandrin  and 
others  in  the  galleries  of  the  Louvre  and  of  the  Luxem- 
burg. But  for  Russia  the  future  Is  hopeful  :  Russian 
art  is  in  progress  while  the  French  school  is  now  in 
decline. 

Russia  affords  interesting  illustration  of  the  well- 
known  affinity  between  national  arts  and  generic  races, 
between  pictorial  styles  and  conditions  of  physical 
geography.  Sometimes,  however,  the  art  product  comes 
as  an  anom.aly  and  a  surprise.  For  example,  in  Perm, 
an  outlying  town  on  the  Ural  mountains  which  a 
traveller  might  reach  from  Moscow  in  the  space  of  a 
week  or  ten  days,  is  born  a  man,  Theodore  Bronnikoff 
by  name,  who  paints  nothing  more  cognate  with  his 
native  land  than  *  Horace  reading  Satires  in  the  pre- 
sence of  Augustus  and  Maecenas,'  a  work  which,  not- 
withstanding some  flagrant  faults,  found  a  place  in  the 
Great  Paris  Exhibition  of  1867.  The  explanation  of 
the  apparent  anomaly  is  easily  given  :  Bronnikoff  has 
resided  much  in  Rome.  When  I  come  to  speak  of 
genre  painting  it  will  be  found  that  the  shores  of  the 
Caspian  and  the  wilds  of  Siberia  have  paid  tribute  to 
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art ;  in  other  departments,  too,  painters  have  been 
gathered  from  Finland  and  the  borders  of  the  White 
Sea  in  the  north,  and  from  Poland  and  the  Crimea  in 
the  south.  Thus  the  geographic  distribution  of  the  arts  is 
already  widely  extended.  Poland  indeed,  as  may  readily 
be  imagined,  is  more  fertile  in  art  than  Russia  proper. 
Joseph  Simmler  was  a  Pole  of  whom  Russia,  pursuing 
even  in  the  arts  a  grasping  policy,  may  be  said  to  have 
possessed  herself  by  right  of  conquest.  Simmler,  born 
in  Warsaw  and  educated  in  Munich,  received  tardy 
recognition  when,  two  years  before  his  death,  he  was 
elected  Honorary  Member  of  the  Academy  of  St. 
Petersburg.  The  love  of  his  native  land  showed  itself 
strong  in  his  art, — '  The  Death  of  Barbe  Radziville, 
wife  of  Sigismond  August,  King  of  Poland,'  is  an  able 
and  powerful  composition.  Art  genius  among  the  op- 
pressed people  of  Poland  is  not  exceptional.  It  may 
be  remembered  that  Madame  Jerichau  of  Copenhagen 
is  a  Pole,  and  travellers  who  tarry  at  Cracow,  or  other 
cities  in  Austrian  or  Russian  Poland,  do  not  fail  to 
recognise  in  the  peasantry  and  townspeople  the  pre- 
sence of  an  artistic  race,  manly  and  graceful  in  bear- 
ing, and  eminently  picturesque  in  costume.  Great 
indeed  is  the  contrast  between  Poland  and  Russia. 
In  the  south  of  Russia  I  have  travelled  post  two 
hundred  miles,  at  the  rate  of  ten  males  an  hour,  but 
the  carriage  was  an  open  cart  filled  with  straw  and 
without  springs,  and  the  roads  could  scarcely  be  dis- 
tinguished from  open  arable  and  pasture  land.  On 
reaching  the  Polish  frontier  at  Czernowitz  all  was 
changed,  instead  of  wild  interminable  steppes,  desert- 
like, was  a  country  tilled  as  a  garden ;  in  place  of 
barbarism  were  the  outward  signs  of  civilization  ;  in 
lieu  of  a  peasantry  unconscious  of  art  as  the  Bedouin 
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Arab  or  the  native  of  Australia,  were  a  people  who 
walked  the  earth  proudly  as  dethroned  kings  or  dis- 
possessed nobles,  who  carried  themselves  with  histrionic 
command  as  if  they  had  once  played  important  parts 
in  the  drama  of  history.  Never  have  I  seen  finer 
models  or  more  effective  subjects  for  pictures,  than  in 
and  around  the  city  of  Cracow :  it  was  market-day, 
and  the  Poles  were  dressed  gaily,  as  if  they  intended 
to  make  of  each  street  and  square  a  picture. 

Russia,  an  empire  not  only  of  undeveloped  resources 
but  of  unascertained  talents,  is  not,  like  other  countries, 
worn  out.  At  any  moment  genius  may  break  forth 
brilliantly  in  unexpected  places.  When  in  St.  Peters- 
burg, I  met  with  a  student,  Henry  Scemiradsky,  of 
whom,  if  I  mistake  not,  Europe  will  take  notice. 
Having  gained  the  gold  medal,  he  was  occupied  when 
I  saw  him  on  a  historic  composition  of  usual  gigantic 
proportions  which  bids  fair  to  win  for  him  the  prize  of 
Rome.  In  the  heat  of  youth  the  artist  had  already 
thrown  off  wild  fantasies  such  as  'The  Destruction  of 
Sodom  and  Gomorrah '  and  '  The  Descent  into  Limbo.' 
The  Russian  Government  kindly  provides  a  remedy 
for  such  youthful  indiscretions, — the  student  is  sent 
away  on  his  travels  with  a  pension,  and  in  six  years 
may  return  the  Raphael  or  the  Kaulbach  of  Russia. 
Every  master  is  simulated  save  Titian, — tlie  colour  of 
Venice  has  hitherto  been  denied  to  St.  Petersburg. 

Russia  labours  under  disadvantage  in  not  having 
struck  out  either  new  styles  or  new  subjects.  It  was 
easier  no  doubt  to  fall  into  routine,  to  copy  than  to 
create,  but  Russia  will  fail  of  that  work  which  is  re- 
served to  her  by  right  of  race  and  religion,  of  geo- 
graphic position  and  political  power,  if  she  do  not 
bring  into  the  field  of  art  new  ideas.     It  is  the  peculiar 
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province  of  the  painter  and  of  the  sculptor  to  embody- 
in  visible  forms  the  thoughts  which  find  utterance  in 
a  nation's  literature,  the  sentiments  which  obtain  voice 
in  a  people's  songs,  the  traditions  which  haunt  historic 
monuments,  the  poesy  which  animates  and  personifies 
the  woods  and  the  streams,  the  elements  of  earth,  air, 
and  water.  It  is  strange  as  it  is  lamentable  that  the 
folk-lore  of  Russia  has  hitherto  done  little  or  nothing 
to  enrich  the  national  art,  and  yet  when  I  turn  to  such 
a  volum.e  as  Mr.  Ralston's  '  Songs  of  the  Russian 
People '  I  find  in  every  page  a  picture.  Nature,  in 
the  people''s  literature,  lies  on  the  confines  of  the 
supernatural,  sylvan  nymphs  and  demons,  water  sprites 
and  shadowy  beings  of  the  upper  air  dwell  in  the  soli- 
tary places.  The  traditions  are  all  the  more  pictorial 
because  the  powers  of  Nature  are  personified,  —  the 
aspects  and  phenomena  of  Nature  assume  human  signifi- 
cance. The  rainbow  is  recognised  as  a  road  which 
leads  from  this  world  to  the  other  world  ;  the  milky- 
way  is  a  station  where  stand  four  mowers  who  guard 
the  sacred  road  and  cut  to  pieces  all  who  attempt  to 
traverse  it.  The  subject  here  shadowed  forth  is  scarcely 
less  grand  than  the  four  riders  of  the  Apocalypse  as 
depicted  by  Cornelius.  Then  we  come  upon  word- 
pictures  which  tell  how  passionate  is  the  longing  of  a 
people  immured  in  snow  and  ice  for  blissful  realms 
where  no  cold  winds  ever  blow,  where  no  winter  ever 
enters.  The  '  Midsummer  Night's  Dream,'  which  gave 
to  Sir  Edwin  Landseer  a  fairy-like  theme,  is  not  more 
suggestive  to  the  painter  than  are  these  northern  sagas. 
Sometimes  the  myth  is  clothed  in  beauty,  more  often  in 
grandeur.  Kaulbach's  weird  personation  of  '  Tradition  ' 
with  a  black  raven  at  either  ear,  is  in  the  spirit  of 
these  northern  imaginings.     We  read  of  mighty  forms, 
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of  the  spring-tide  of  storms ;  of  the  snake  older  than 
all  snakes ;  of  the  prophetic  raven — elder  brother  of 
all  ravens ;  and  the  bird,  the  largest  and  oldest  of 
all  birds,  with  iron  beak  and  copper  claws, — 'The 
Lightning  Snake,'  'The  Tempest  Bird.'  Russian  artists 
are  guilty  of  a  dereliction  of  duty  in  not  endowing 
with  pictorial  form  the  bold  and  beauteous  images 
which  hold  in  strong  possession  the  minds  of  the 
people.  Now  is  the  time  or  never;  in  yet  a  little 
while  the  barbarism  which  permits  wild  growth  to 
imagination  must  make  way  for  an  unpoetic  and  un- 
pictorial  civilisation.  Russian  artists  are  right  to  go 
to  Paris  for  manipulation,  but  not  for  inspiration  ; 
imagination,  if  true  to  race  and  traditions,  must  burn 
as  the  Northern  Lights  which  illumine  the  skies  of 
the  Russian  winter. 

Russia  has  need  of  military  painters,  but  the  time 
has  scarcely  arrived  for  the  celebration  of  naval  victories. 
With  one  fleet  sunk  in  the  Black  Sea  before  Sebastopol, 
and  another  fleet  said  to  be  too  antiquated  or  rotten 
to  venture  out  of  sight  of  Cronstadt,  naval  painters 
can  find  little  or  nothing  to  do.  Indeed,  England  as 
monarch  of  the  seas  is  almost  the  only  nation  that  has 
reared  an  able  body  of  marine  painters ;  and  assuredly 
no  other  country  in  Europe  can  show  works  comparable 
to  Stanfield's  'Victory  towed  into  Gibraltar,'  or  sundry 
storms  at  sea  and  naval  battles  by  Turner,  such  as 
'Trafalgar'  in  Greenwich  Hospital.  French  pictures 
of  this  class  are  as  disastrous  as  the  defeats  which  the 
French  navy  has  usually  suffered.  Baron  Gudin,  who 
was  for  years  ready  to  signalise  any  sea  victories  which 
might  fall  to  the  good  fortune  of  Napoleon  III,  knows 
so  little  of  the  ocean  that  he  cannot  draw  a  wave.  It 
is   then   scarcely  to  be  wondered  at   that   Russia   can 
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boast  of  but  few  marine  painters.  Jean  Ayvasowsky 
has  indeed  rushed  headlong  into  '  The  Deluge,'  a  furious 
and  formless  extravaganza,  which  wins  a  place  in 
the  Hermitage,  more  by  its  ardent  imagination  than 
by  its  knowledge  of  art  or  of  nature.  Perhaps  the 
only  Russian  who  has  proved  himself  equal  to  a  naval 
combat  is  Alexis  Bogoluboff.  Like  the  no  less  famous 
Kotzebue,  who  was  a  soldier  before  he  became  a  battle 
painter,  like  our  Clarkson  Stanfield,  who  had  been  a 
sailor  before  he  was  a  marine  painter,  Bogoluboff 
served  as  an  officer  in  the  navy  before  he  painted  a 
sea  combat.  Born  in  1824,  this  seaman  carried  off  the 
grand  prize  in  the  Academy  of  St.  Petersburg  at  the 
age  of  twenty  -  seven,  six  years  later  he  was  made 
Academician,  and  in  1861  was  appointed  professor. 
Yet  in  common  with  most  of  his  contemporaries  he 
is  far  from  being  wholly  a  home  product ;  Bogoluboff 
in  fact  owes  much  to  having  studied  in  Diisseldorf, 
under  the  great  coast  painter,  Andreas  Achenbach. 
Among  the  many  works  I  have  seen  by  this  artist, 
fortunate  in  Imperial  patronage,  m.ay  be  noted  for  more 
than  common  excellence,  'The  Debarkation  of  Russian 
Troops  in  the  Gulph  of  Agrakhan,  under  the  command 
of  Peter  the  Great,'  '  A  Naval  Combat  at  Irengham,' 
and  'A  Seaport  in  Normandy.''  The  manner  is  down- 
right and  manly,  the  artist  is  without  ostentation,  he 
knows  what  he  is  about,  the  conduct  of  his  pictures  is 
sailor-like  and  soldier-like.  This  enterprising  painter 
has  travelled  far  and  wide,  his  subjects  range  from 
Constantinople  to  Normandy,  from  the  Crimea  to 
Kamschatka  ;  the  artist  and  his  works  are  alike  cos- 
mopolitan. Two  pictures  in  the  International  Exhibi- 
tion, Kensington,  sustained  a  well-earned  reputation. 
Russia  has  struggled  through  campaigns  which   she 


304    RUSSIAN  ARTISTS.      THEIR  LIVES  AND  WORKS. 

can  scarcely  wish  to  see  recounted  upon  canvas.  The 
Crimea  is  at  least  for  the  present  a  territory  closed  to 
her  battle  painters,  and  the  internecine  wars  with  the 
Circassians  are  not  conspicuous  in  her  picture  galleries. 
The  overthrow  of  the  first  Napoleon,  and  the  retreat 
from  Moscow,  furnish  dramatic  scenes  which  have  been 
committed  to  the  French  painter  Yvon.  The  Winter 
Palace  on  the  Neva  shows  a  large  panorama  of  troops 
struggling  through  interminable  snow  tracks,  but  the 
scene  might  just  as  well  have  been  laid  in  Siberia  as 
on  the  road  from  Moscow ;  Yvon  never  visited  the  one 
region  or  the  other.  Like  objection  is  said  to  hold  to 
the  numerous  military  manoeuvres  of  Kotzebue,  the 
only  Russian  battle  painter  known  beyond  the  frontier 
of  the  empire ;  the  only  artist  rewarded  in  the  great 
Paris  Exhibition  with  a  prize.  And  though  the  medal 
was  but  a  third  class,  it  is  to  be  observed  that  Adam, 
the  highly  reputed  battle  painter  in  Munich,  took  no 
higher  rank.  Alexander  von  Kotzebue  has  for  some 
time  also  resided  in  the  Bavarian  capital,  where  I  have 
seen  his  pictures  and  learnt  of  his  mode  of  work.  It 
may  be  he  is  spoilt  by  success ;  in  fact,  he  seems  to 
have  been  borne  down  by  the  weight  of  Imperial 
commissions.  The  Emperor  Nicholas  conceived  that 
the  career  of  Suwarrow  in  Switzerland  and  Upper  Italy 
would  yield  pictorial  incidents  which  might  redound 
to  the  national  honour ;  accordingly  Kotzebue  was 
engaged  to  depict  twelve  large  scenes,  the  best  known 
of  which  is  '  The  Passage  of  the  Devil's  Bridge  by  the 
Russian  Army  in  1799.'  The  painter  formed  his  style 
as  usual  by  contact  with  contemporary  art  in  the  chief 
capitals  of  Europe.  Having  won  the  gold  medal  in 
St.  Petersburg,  he  entered  on  the  accustomed  course 
of  travel ;  he  visited   Holland,  Belgium,  and   Italy,  he 


MILITARY  MEN  APT  IN  ART  305 

also  studied  in  Paris  at  the  time  when  Horace  Vernet 
may  be  said  to  have  established  the  laws  of  battle- 
painting  for  the  century ;  finally,  he  settled  down  to 
hard  work  in  Munich,  at  the  period  when  Kaulbach, 
Piloty,  Adam,  Horschelt,  and  others,  had  reduced 
historic  painting,  whether  civil  or  military,  to  a  set 
system,  a  grand  routine,  a  stately  march,  answering, 
as  it  were,  to  beat  of  drums  and  sound  of  trumpet. 
Kotzebue,  however,  has  one  exceptional  advantage,  he 
brings  to  the  battle-field  the  knowledge  of  a  soldier; 
he  commenced  Hfe  in  the  cadet  corps  at  St.  Petersburg, 
and  up  to  the  age  of  two-and-twenty  he  served  in  the 
imperial  guard.  This  training  enables  the  painter  to 
lay  out  his  battle-field  as  a  tactician ;  the  foreground 
is  planned  for  military  movements,  the  whole  action 
is  brought  before  the  eye  vividly  and  intelligibly ;  the 
surrounding  landscape  is  pleasing  as  a  picture  and 
useful  as  a  chart.  Among  painters  of  Russian  cam- 
paigns should  not  be  forgotten  M.  Grouzinski,  who 
exhibited  at  South  Kensington  in  1872  that  brave 
battle-piece,  '  The  Assault  of  Gounib.' 

It  may  be  'here  observed  that  in  Russia  military 
men  show  aptitude  and  affection  for  the  arts.  An 
officer  who  lost  his  right  arm  in  the  battle  of  Leipzig 
took  then  to  the  brush.  We  have  seen  that  Kotzebue, 
./ J  while  studying  tactics,  dabbled  in  paint,  and  that 
Bogoluboff  served  on  board  ship  before  he  tried  his 
hand  in  depicting  a  naval  engagement.  And  certainly 
an  officer  in  regions  lying  on  the  boundary  line  of 
savage  life,  thrown  among  tribes  nomadic  as  the 
Bedouin,  picturesque  in  costume  and  manners  as  the 
wandering  gipsies,  must  have  many  temptations  to  the 
use  of  the  pencil.  In  no  part  of  the  globe  have  I  ever 
seen  a  military  pageant  so  resplendent  as  the  fete  of 
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the  Empress  at  Tsarskoe  Selo ;  neither  in  Egypt,  Syria, 
or  Turkey,  have  I  seen  mendicants  or  pilgrims  so  apt 
for  the  sketch-book  as  in  the  sacred  city  of  Kief. 
Amateurism  in  Russia,  it  may  be  supposed,  is  further 
favoured  by  an  unusual  amount  of  leisure :  in  few 
other  countries  does  time  lie  so  heavily  on  the  hands. 
The  practice  of  art,  at  all  events,  is  said  to  have  crept 
into  the  higher  classes  ;  even  statesmen  are  known  to 
have  gained  a  proficiency  almost  professional.  M. 
Theophile  Gautier  relates  that  when  in  St.  Peters- 
burg he  was  introduced  to  a  sketching  club  at  which 
amateurs  and  artists  met  on  equal  footing  ;  a  subject 
was  given,  and  in  the  course  of  the  evening  the 
members  and  visitors  threw  off  in  illustration  an  im- 
promptu drawing.  In  Russia  the  arts  will  gain  by 
more  wide  diffusion  :  sketching  clubs  and  drawing 
schools  may  tend  to  mitigate  the  intolerable  sublimity, 
the  supreme  isolation,  of  high  art  as  set  up  by  the 
Imperial  Academy. 

The  renowned  Zichy  was  a  member  of  this  sketching 
club — an  artist  rapid  and  reckless  —  the  Gustave  Dore 
or  Fortuni  of  Russia;  picturesque  as  Cattermole,  ver- 
satile as  Decamps,  rowdy  as  Gavarni.  To  a  man  of 
this  astounding  talent  all  things,  even  the  highest,  had 
been  possible,  if  only  power  were  tempered  by  modera- 
tion. Zichy  is  not  over-scrupulous ;  photographs  are 
made  from  certain  of  his  drawings  and  sold  in  St. 
Petersburg,  which  in  Holywell  Street  would  be  seized 
by  the  police.  Morals  in  Russia  are  lax,  as  travellers 
who  have  visited  the  foundling  hospitals  of  St.  Peters- 
burg and  Moscow  well  know;  but  rarely  does  licen- 
tiousness creep  into  art.  Zichy  is  rapid  and  versatile ; 
he  is  the  'fa  presto'  of  Russia ;  by  turns  he  will  paint 
a  boar-hunt  and  decorate  a  fan.      His  brilliant  talents 
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have  made  him  a  favourite  of  fortune,  the  friend  of 
emperors  and  princes.  He  accompanies  the  Tsar  to 
the  chase,  and  sketches  deeds  of  valour  which  may 
redound  to  his  master's  glory ;  he  receives  at  his  studio 
the  Prince  of  Wales  ;  he  sends  drawings  to  London 
which  are  purchased  by  members  of  the  Royal  Family 
for  birthday  presents.  And  yet,  though  thus  highly 
favoured,  it  seems  doubtful  whether  he  will  win  a 
place  among  the  first  artists  of  the  age.  He  paints 
too  much  for  the  immediate  occasion  to  stand  the  test 
of  all  time.  A  design  now  before  me,  'Monks  at 
Vespers,'  savours  more  of  the  police  court  than  of  the 
church  or  the  cloister.  Zichy  caricatures  the  nature  he 
depicts  ;  he  emphasises  accidents  ;  he  magnifies  defor- 
mities ;  his  draperies  are  either  tinsel  robes  from  the 
stage  or  beggar's  rags  from  the  street.  We  stand 
aghast  at  genius  thus  given  to  riot  and  erratic  phantasy. 
It  may  be  questioned  whether  the  true  sphere  of 
the  Russian  artist  does  not  lie  in  domestic  hfe  and  in 
genre  generally.  The  Russian  people  are  kindly  and 
peace-loving  ;  they  like  to  live  at  home  at  ease ;  and 
when  they  walk  abroad,  in  town  or  in  country,  they 
show  themselves  less  warlike  than  picturesque.  Few 
countries  offer  to  the  simple  naturalistic  artist  such 
paintable  materials ;  the  bazaars  of  Constantinople, 
Damascus,  and  Cairo  do  not  present  to  the  sketcher 
more  tempting  subjects  than  the  Gostinnoi  Dvor  in 
St.  Petersburg  and  Moscow.  Russians,  if  not  imagina- 
tive or  creative,  are  able  to  imitate  whatever  they  see, 
and  painters  having  been  permitted  to  follow  their 
innate  promptings,  have  of  late  years  been  tending 
to  naturalism  and  realism;  In  fact,  some  twenty  or 
more  men  might  be  named  who,  eschewing  high  art, 
and  resisting   the   temptation  to  Italian   costumes  and 
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Italianised   styles,  give  a  fair  share  of  their  time  and 
talent   to    expressly    national    themes.     Thus   Andrew 
Popoff,  born   and   resident  in   Toula,  the  Birmingham 
of  Russia,  is  conspicuous  in  the  Imperial  Academy  by 
a  well-painted  scene,    '  The  Fair   of  Nijny   Novgorod.' 
I   have  seen  this  picture  in  St.   Petersburg  and  Paris, 
and  on  each  occasion   I  was  persuaded  that  the  hope, 
of  the  Russian  school  does  not  lie  in  the  direction  of 
the   ideal,    but   in   the    true   and    literal    transcript   of 
nature.      I    have   also    met   with    graphic   sketches    of 
character  by   John    Sokolofif  and    Peter   Sokolofif.     To 
the   former    attaches   a   personal   history   which   might 
sound  exceptional  save  in  semi-civilised  regions,  where 
talent  crops   up  when   least  expected.     John    Sokoloff 
was  born   at   Astrachan,  on   the    far-off  shores   of   the 
Caspian,   and   after   studying   at   the  Academy   of  St. 
Petersburg,   became   a   professor   at    Sudscha,    a  small 
town  four  hundred  miles  south  of  Moscow.     His  studies 
in  Little  Russia  and  the  Caucasus  have  made  Western 
Europe  acquainted  with  regions  and  peoples  which  lie 
far  beyond   the  beat  of  the  ordinary  sketcher.      That 
Russia   has  a  goodly  array  of  students,  more   or   less 
faithful   to  nature,  will   be  indicated  by  the  following 
names  :  —  Swertshkoff,    Strashinsky,   Branski,  Weresht- 
shagin,    Schurawlew,    Clodt,    Morozof,    Jacoby,    Mias- 
soyedoff,  Poukireff,  Philipoff,  Schwartz,  and  Riemers. 

Some  of  these  genre  painters  I  have  met  with  in  inter- 
national galleries,  others  can  only  be  seen  in  St.  Peters- 
burg. A  list  so  extensive  excites  astonishment  as  to 
where  all  these  painters  can  come  from,  and  what  they 
can  find  to  do.  Labourers  in  a  land  where  pictures  are 
scarcely  recognised  as  a  want  are  apt  to  languish  in 
neglect  and  penury.  A  calling  which  is  more  inviting 
than   remunerative  has  been   over-crowded,   by   reason 
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partly  of  the  paucity  of   professions    to  which  youths 
of  good  abiHty  can   betake  themselves.      What  makes 
the  matter  worse  commercially,  is  that  the  commodity 
produced  must  be  consumed,  at  least  for  the  present, 
at  home.     I  could  scarcely  name  half-a-dozen  pictures 
which  a  dealer  would  care  to  bring  into  the  London 
market ;  not  that  Russian  paintings  are  worse  than  the 
average  run  of  works  which  command  a  fair  price,  but 
the  standard  and  the  aim  are   far  removed   from   the 
accepted   routine   of  Western  nations.     This  will  have 
become  apparent  to  any  one  who  may  have  examined 
last   year   in   the    International    Galleries,   Kensington, 
a  large  and  remarkable  composition,  '  The  Butter  Week 
(Carnival)  at  the  Admiralty  Place,  St.  Petersburg,'   by 
C.  Makowski.     That  this   picture  is  a  fair  and  indeed 
a  favourable  specimen  of  what  a   Russian  painter  can 
do,   is    attested   by  the   fact   that   it  taxed   the   artist's 
energies  for  two  years,  and  then  was  purchased  by  the 
Emperor  for  ^^i  200 — a  handsome  sum  in  Russia.     The 
picture    was   much   talked   of   in    St.  Petersburg,   it   is 
engraved  in  one  of  the  illustrated  papers  of  the  capital, 
and  it  naturally  was  one  of  the  works  selected  for  ex- 
hibition when  Russia  determined  to  prove  to  England 
what    her    art    was    worth.       Judged     by    our    home 
standards   the   colour   is   singularly  crude,  the   yellows 
and  reds  are  glaring,  the  blacks  assert  themselves  offen- 
sively, the  pigments  too   are  opaque,   and  the   execu- 
tion is  heavy  and  coarse.     Thus  the  reader  may  easily 
understand    how   widely    different,    as    already    said,    is 
the  aspiration  of  a  Russian  painter  from  the  aim  of  an 
Enghsh   or   of    a   French   artist.      But    due    allowance 
having  been  once  made  for  this  diversity,  the  mastery 
of  the  work  will   be  readily  admitted.     The    Russians 
seldom   fail    in   a   story.     This  winter  fair  is  crowded 
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with  booths,  peep-shows,  itinerant  mountebanks,  small 
merchants,  vendors  of  drinks,  idlers,  and  merrymakers 
of  all  sorts  ;  the  incidents  and  characters  are  worthy 
of  Hogarth.  The  figures  bespeak  a  motley  race ; 
the  costumes  —  the  snow-boots,  fur  coats,  fur  caps, 
sheepskins  —  consort  with  the  northern  clime ;  the 
snow  is  on  the  ground,  the  air  is  icy.  The  painting 
may  have  little  delicacy  or  subtlety,  but  it  is  real ; 
the  forms  have  substance  and  solidity,  the  characters 
live  upon  the  canvas.  Such  is  the  power  which 
pertains  to  these  northern  schools  when  true  to  their 
nationalities. 

Some  years  since  I  discovered,  not  without  surprise, 
that  certain  earnest  realistic  scenes  exhibited  in  Paris 
came  from  a  Russian  artist,  born  beyond  the  Ural 
Mountains,  in  the  wood-built  town  of  Tobolsk,  The 
painter,  Basil  Peroff,  having  made  his  way  to  the 
Academies  of  Moscow  and  St.  Petersburg,  obtained  the 
usual  honours,  and  fortunately  his  original  talent  was 
not  ground  down  to  conventional  standards.  '  The 
Village  Interment,'  a  touching  incident,  mourners  bear- 
ing in  a  sledge  a  coffin  through  the  snow,  has  a  pathos 
Edouard  Frere  never  reached.  Death  in  these  wintry 
solitudes  comes  with  ghastly  terror,  yet  emotions 
kindle  into  fire  under  a  covering  of  snow.  In  the 
peasant  -  pictures  which  come  from  St.  Petersburg, 
Moscow,  and  Siberia,  we  detect  unaccustomed  linea- 
ments ;  the  features  are  sternly*  set  as  with  suffering, 
the  hands  are  pinched  with  cold  ;  the  fight  for  life  is 
hard,  body  and  soul  are  kept  together  as  in  a  struggle 
with  death.  Verily  Russia  has  much  to  reveal  to  the 
world  of  the  shadow  and  sorrow  side  of  life.  Each 
race,  each  latitude  furnishes  new  materials  for  dramatic 
composition,  yet  sometimes  nature  is  too  wild  to  submit 
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to  art  treatment,   sometimes  the  tragedy  of  humanity- 
is  too  terrible  for  pictorial  transcript. 

My  knowledge  of  the  Russian  school  of  painting 
was  extended  by  the  truly  representative  works  sent 
to  the  International  Exhibition  at  South  Kensington 
in  1872.  In  previous  exhibitions  in  London  and  Paris 
Russia  proved  what  she  could  do  in  the  way  of  high 
art,  but  last  year,  for  the  first  time,  was  England 
made  acquainted  with  the  recent  movement  in  the 
direction  of  the  literal  study  of  nature.  Landscapes, 
domestic  scenes,  and  genre  generally,  were  in  the 
ascendant.  A  novelty  in  material  was  present  —  a 
wax  -  painting  on  coarse  -  grained  canvas  ;  the  woven 
fabric  was  sufficiently  visible  through  the  pigments 
to  give  to  the  surface  of  the  picture  a  texture  approach- 
ing fresco  or  mosaic.  It  must  be  confessed  that  the 
result  was  far  from  satisfactory.  The  ancient  process 
of  wax-painting  has  been  revived  with  more  success 
in  Paris,  Munich,  and  London.  Yet  this  bold  example 
of  the  vigorous  naturalism  which  now  more  and  more 
takes  hold  of  the  North  of  Europe  is  one  among  many 
proofs  that  in  Russia  no  method  or  expedient,  historic 
or  otherwise,  is  neglected  which  can  exalt  or  extend 
the  national  art. 

The  narrative  already  given  of  the  modern  school 
of  painting  in  Russia  is  all  but  exhaustive.  Yet  the 
account  would  remain  incomplete  did  I  not  include 
Basil  Wereshtshagin,  whose  pictures  have  created  a 
sensation  both  at  Kensington  and  the  Crystal  Palace. 
This  painter,  a  Russian  by  birth,  combines  in  his  own 
person  the  enterprise  of  a  pioneer,  the  valour  of  a 
soldier,  and  the  skill  of  an  artist.  He  traversed  during 
the  years  1868,  1869  and  1870,  pencil  and  sword  in 
hand,  the  vast  and  wild  territories  which   range   east 
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of  the  Ural  Mountains  and  stretch  onwards  between 
Siberia,  India,  and  China.  The  adventurous  painter, 
having  been  first  educated  in  the  Naval  School  of 
St.  Petersburg,  was  qualified  to  join  the  Russian  military 
corps,  the  exploits  of  which  he  witnessed  and  portrayed. 
M.  Basil  Wereshtshagin  is  qualified  by  nature  as  by 
education  to  record  and  even  to  exaggerate  the  sen- 
sational incidents  which  fell  in  his  way.  First  a  pupil 
in  the  Academy  of  St.  Petersburg,  he  next  fell  under 
the  influence  of'M.  Gerome  in  Paris,  then  he  took  a 
studio  in  Munich,  where  many  of  his  works  were 
matured.  By  the  time  he  made  his  appearance  in 
London  he  was  able  to  challenge  his  master  Gerome 
by  creations  unsurpassed  for  callous  cynicism  and  cold- 
blooded cruelty.  The  artist  pleads  that  it  was  his 
duty  to  paint  the  horrors  he  saw.  I  am  bound  to  say 
that  I  do  not  place  implicit  confidence  in  his  pictorial 
narratives.  He  tells  on  canvas  travellers'  tales  —  he 
shoots  with  the  long  bow.  For  example  : — '  The  Apo- 
theosis of  War,'  dedicated  'to  all  great  conquerors — 
past,  present  and  future,'  consists  of  a  pyramid  of  about 
8,000  skulls ;  this  incredible  scene  was  paraded  at 
the  Crystal  Palace,  with  an  official  announcement  as 
follows : — 

'  This  picture  is  historically  true ;  Tamerlane,  who  drenched  the  whole 
of  Asia  and  part  of  Europe  with  blood,  erected  everywhere  such  monu- 
ments of  his  greatness.  In  comparatively  recent  times  the  head  of  a  learned 
German  traveller  (Schlagintweit)  found  its  way  into  a  similar  heap.' 

A  Russian  painter  must  indeed  have  been  in  luck's 
way  to  find  'erected  everywhere  such  monuments,' 
especially  in  a  region  where  inhabitants  are  scanty, 
and  where  in  consequence  heads  must  be  scarce.  A 
pyramid  of  8,000  skulls  occurring  constantly  may  pos- 
sibly be  beyond  the  credence  of  Western  Europe.     But 
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having  made  this  protest,  I  wilHngly  note  such  data 
as  the  painter  added  to  our  general  stock  of  know- 
ledge concerning  Russia  in  Central  Asia. 

Guerilla  war,  whether  conducted  by  the  French  in 
Algeria  or  by  the  Russians  on  the  confines  of  Siberia, 
and  whether  chronicled  by  Horace  Vernet  or  by  M. 
Wareshtshagin,  cannot  fail  to  be  eminently  picturesque. 
'The  Unexpected  Attack,'  'Surrounded  and  Pursued,' 
and  '  The  Presentation,'  are  terrific  scenes  of  hot 
slaughter  and  of  cold-blooded  brutality.  Across  a 
wide  plane,  without  boundary  save  a  circuit  of  wild 
hills,  a  savage  horde  of  '  barbarians  rushes  onward  as 
a  fierce  wind  bearing  a  storm  cloud.'  Attila,  '  the  curse 
of  God,'  led  such  fiends  to  plunder  and  to  slaughter. 
A  firm  front  is  made  and  a  compact  square  formed, 
but  in  vain,  the  men  fall  thickly  and  heavily,  the 
foreground  of  the  picture  is  strewn  with  the  dead, 
weltering  in  blood.  '  Within '  is  on  the  confines  of  a 
walled  town  ;  turbaned  soldiers,  dressed,  as  in  mockery, 
in  gay  costumes  of  green,  red  and  blue,  lie  scattered 
on  the  ground  in  the  agony  of  death  ;  the  living  carry 
away  the  dead  on  stretchers,  and  range  the  corpses 
with  military  precision  in  one  long  row  beneath  the 
shadowy  wall  of  a  lofty  fort.  Gerome  never  painted 
a  scene  more  ghastly.  Again,  in  'Victory,'  the  dead 
lie  in  blood  outside  the  ramparts,  a  comrade  standing 
by  lights  his  pipe  in  cool  unconcern.  With  equal 
mastery  is  depicted  '  A  Bleeding  Head,'  cut  off  from  a 
lifeless  trunk  and  held  up  Medusa-like  by  a  Musco- 
vite soldier  exulting  in  his  prize.  Important  to  the 
ethnologist  are  the  studies  of  all  the  strange  people 
whom  the  artist  encountered.  Here  are  '  Kalmuck 
Women,'  a  perfect  picture  of  ugliness,  stupidity,  and 
dirt ;    then  there  are  '  Dervishes,'  an  order   of  beggar 
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monks,  bundles  of  rags  and  yet  gay  in  Oriental  colour; 
also  '  Solone  Men  and  Women,'  savage,  stern,  indolent ; 
and  '  Kalmuck  Lamas,'  cunning  knaves,  degraded  mon- 
sters, 'but  also,  with  God's  help,  consulting  physicians.' 
The  painter's  strength  lies  in  the  delineation  of  charac- 
ter. Take  as  an  instance  '  Opium  Eaters  at  Tash 
Kent,'  these  are  '  Tartars,'  a  people  who  dwell  in  per- 
petual misrule  and  misery  ;  mark  well  their  haggard 
physiognomies,  their  broken-down  frames  clothed  in 
rags,  see  how  they  squat  on  the  ground  in  stupor  or 
slumber,  in  reverie  or  delirium,  as  the  drug  clouds  the 
sense  or  thrills  the  nerves  with  intermingling  pain  and 
pleasure.  The  scene  is  all  the  more  terrible  because 
unflinchingly  true ;  the  drawing  is  accurate,  the  execu- 
tion firm,  the  touch  keen  and  unrelenting.  Such  studies 
from  the  life  prove  that  Russian  painters  can  walk  in 
untrodden  paths.  The  landscape  sketches  by  the  same 
artist  will  be  noticed  in  the  sequel. 

Count  Raczynski,  writing  in  1841,  found  fifty-eight 
Russian  artists  worthy  of  mention,  after  the  lapse  of  thirty 
years  the  number  has  at  least  doubled.  The  pictorial 
phenomena  it  has  been  my  privilege  to  pass  under  review 
have  naturally  been  somewhat  abnormal ;  yet  the  art 
revival  I  have  endeavoured  to  trace  commands  respect, 
not  to  say  admiration.  The  talent  brought  into  play 
does  not  proclaim  a  barren  land.  Genius  in  the  high 
significance  of  the  term  may  be  rare,  but  fair  average 
power  competent  to  do  good  art  work  is  certainly  not 
denied  to  the  Russian  people.  The  future  of  the  school 
will  of  course  be  determined  by  the  fortunes  of  the 
empire  ;  a  land  proverbial  for  undeveloped  resources 
would  seem  to  promise  to  the  arts  expansion.  Rail- 
roads are  opening  up  new  territory  not  only  to  trade 
but  for  art ;   wealth  in  its  accumulation,  as  well  as  in 
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its  more  wide  diffusion,  adds  to  the  number  of  patrons  ; 
a  middle  class  improved  in  position,  a  peasantry  en- 
dowed with  freedom,  will  swell  the  ranks  of  skilled 
artisans,  artists,  and  art  consumers.  Russia  has  a  work 
to  accomplish  ;  like  England  she  may  carry  the  arts 
round  an  empire  on  which  the  sun  never  sets. 


CHAPTER   XI. 

THE   IMPERIAL   MANUFACTORY    OF   MOSAICS   AT 
ST.    PETERSBURG. 

I  FOUND  the  famous  Mosaic  Manufactory  of  the 
Russian  Government  in  St.  Petersburg  in  full  operation. 
Travellers  who  have  visited  the  kindred  establishments 
in  Rome  and  in  Venice,  or  Englishmen  who  have  seen 
the  mosaic  workers  at  South  Kensington,  will  be  able 
to  picture  to  themselves  the  ateliers  in  St.  Petersburg. 
The  premises,  though  not  large,  are'  sufficient  for  the 
works  in  hand  ;  they  stand  in  the  rear  of  that  spacious 
Academy  of  Arts,  which,  with  other  like  imposing  struc- 
tures, gives  imperial  state  to  the  banks  of  the  Neva. 
In  the  ante-room  are  ranged  on  easels  minor  works 
wrought  in  emulation  of  the  Roman  and  Florentine  mo- 
saicists ;  in  a  raised  gallery  range  ample  stores  of  enamels 
distributed  in  pigeon-holes,  and  classified  according  to 
colour ;  while  in  adjacent  apartments  may  be  seen 
manufacturing  appliances,  such  as  lathes  and  blow- 
pipes, for  the  fusion  and  the  abrasion  of  the  enamels. 
Into  one  large  workshop  are  concentrated  the  resources 
and  energies  of  the  establishment :  the  artisans,  or 
perhaps,  more  properly  speaking,  the  artists,  are  not 
divided  off  into  separate  studios,  but  group  themselves 
under  one  roof  around  the  several  mosaic  slabs  in  process 
of  making.  This  picturesque  scene  recalled  the  work- 
shops, which  I  had  visited  a  twelvemonth  before,  of 
Messrs.  Salviati,  on  the  Grand  Canal  in  Venice.  On 
the  walls  were  hung  cartoons  of  finished  works  ;  such, 
for  example,  as  the  grand  picture-mosaic  sent '  to  the 
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Paris  Exhibition,  and  now  in  the  church  of  St.  Isaac ; 
and  upon  the  ground  stood  drawings  of  works  still  in 
progress,  among  which  I  specially  noted  an  '  Entomb- 
ment' 12  feet  long,  and  a  'Last  Supper'  18  feet  long, 
the  figures  life-size ;  both  for  the  enrichment  of  the 
same  cathedral.  The  pictorial  manipulations  were 
carried  forward  with  timorous  care  and  tentative  de- 
liberation. The  silence  which  reigned  in  the  room 
was  broken  by  little  save  the  occasional  chipping  of 
a  tessera  into  shape.  The  process  is  necessarily  slow  ; 
no  one  is  in  a  hurry  ;  not  a  hand  moves  with  speed — 
an  idle  hour  will  not  materially  delay  a  composition 
which  cannot  be  completed  for  some  years.  In  im- 
perial manufactories  quality  is  more  thought  of  than 
expedition.  The  director  and  his  staff  are  handsomely 
paid  by  the  Government,  upon  the  principle  that  pro- 
ducts of  a  high  and  exclusive  character  cannot  be 
sustained  on  a  purely  commercial  basis.  In  England, 
unfortunately,  we  do  not  tolerate  such  subsidies ;  in 
Russia,  on  the  contrary,  partly  because  art  remains 
in  a  state  of  precarious  infancy,  requiring  fostering 
care,  the  State  extends  munificent  patronage.  In  the 
Russian  department  of  the  Paris  Exhibition,  the  most 
remarkable  products  were  due  to  imperial  factories, 
such  as  ''  Majutfacture  Imperiale  de  Porcelainesl  ^ Maiitt- 
facture  Imperiale  de  Verreries,  ^  Fabriqiie  Imperiale  de 
PSterhoJfl  '  Jar  din  Botanique  Imperiale  de  St,  Peters- 
bourg^^  and  last,  but  not  least,  ^ U Etablissement  Impe- 
riale de  Mosaiqties  a  St.  Petersbourg^  The  result  of 
this  imperial  favour  is,  that  the  mosaic  manufactory 
at  St.  Petersburg  is  surpassed,  if  at  all,  only  by  that  in 
Rome. 

The    parent    of    the    imperial    establishment   in    St. 
Petersburg   is   the   Pope's   mosaic   manufactory  in   the 
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Vatican.  It  is  indeed  singular  that,  for  the  revival  of 
an  art  anciently  rooted  in  Byzantium,  Russia  should 
have  to  seek  for  precedents  and  practical  knowledge 
so  far  beyond  her  frontiers  as  the  Roman  States.  It 
might  have  been  supposed  that  mosaics  at  least  would 
form  an  exception  to  the  rule  that  all  art  in  Russia 
is  imported  from  abroad.  It  would  naturally  have 
been  imagined  that  the  widely-comprehensive  system 
of  wall-incrustation,  which  from  Constantinople  had 
extended  to  Ravenna  and  Venice,  would  have  found 
its  way  northwards  to  the  ancient  capitals  of  Russia. 
And  yet  in  Moscow  I  searched  in  vain  among  the 
churches  of  the  Kremlin  for  a  single  fragment  of  mosaic. 
The  only  remains  of  that  Art,  which  is  said  to  be  fitted 
for  eternity,  is  in  the  cathedral  of  St.  Sophia  at  Kief — 
an  ancient  capital  and  place  of  pilgrimage,  sometimes 
called  the  Jerusalem  of  Russia.  It  is  interesting  to 
observe  the  structural  points  in  common  between  this 
cathedral  and  the  church  of  St.  Mark,  Venice ;  the 
mosaics  are  equally  of  one  school,  that  is,  they  are 
of  Byzantine  origin.  Russia  being  thus  all  but  des- 
titute of  examples  dating  back  to  historic  times,  and 
the  art  having  fallen  into  desuetude  in  Constantinople, 
the  ancient  seat  of  the  Eastern  Empire,  recourse  was 
had  to  Rome,  the  centre  of  Western  art,  when  the 
moment  came  for  Russia  to  make  mosaics  a  national 
manufacture. 

Signor  Bonafide,  an  Italian,  the  favourite  pupil  of 
Chevalier  Barberi,  the  celebrated  mosaicist  of  the  Vati- 
can, was  in  1846  entrusted  by  the  Emperor  Nicholas 
to  establish  in  Rome  a  provisional  institution,  which 
might  afterwards  serve  to  introduce  the  art  of  mosaic- 
work  into  Russia.  Four  youths  Avere  sent  from  the 
North  to  serve  their  apprenticeship  in  Rome.     I  can- 
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not  find  any  statement  of  what  remuneration  they 
received,  but  the  Government  is  known  to  support 
liberally  her  art-students  in  foreign  lands :  ordinary 
students  in  the  Roman  branch  of  the  Russian  Academy 
are  'sent  for  six  years,  with  a  pension  of  ;^  160  a  year 
each,  for  the  journey  £^0,  and  for  the  return  £a,o' 
The  Russian  Government  seems  to  have  been  more 
than  once  thwarted  in  its  endeavour  to  procure  the 
enamel-colours  needed  for  the  execution  of  the  mosaic 
picture  of  St,  Nicholas  and  other  works  it  had  put  in 
hand.  The  enamels  produced  under  contract  with  the 
Roman  mosaicist,  Vincent  Raffaelli,  had  proved  un- 
satisfactory, and  in  Rome  itself  it  appeared  impossible 
to  obtain  the  needful  materials  ready-made.  Under 
these  difficulties  it  was  resolved  that  the  Russians 
should  commence  to  manufacture  for  themselves ;  ac- 
cordingly, a  suitable  laboratory  was  taken  in  Rome, 
and  furnaces  were  erected.  Signor  Bonafide,  appointed 
by  the  emperor  chemist  to  the  establishment,  reports 
upon  his  success  as  follows  : — '  Myself  and  my  brother 
set  to  work,  ourselves  directing  and  watching  the  smallest 
details,  so  that,  in  the  course  of  a  short  time,  we  were 
enabled  to  exhibit  productions  which  surpassed  in  quality 
all  that  existed  in  Rome  in  the  trade,  and  which  per- 
fectly resembled  all  that  could  be  found  in  the  stores 
of  the  Vatican,  even  scorzette  and  porporines^  which  had 
not  hitherto  been  produced  for  a  long  time.  The  pro- 
duction of  our  enamels  was  hailed  with  lively  satisfaction 
by  all  the  mosaicists,  and  gained  the  full  and  entire 
approbation  of  Prince  Volkonski,  both  for  the  choice 
and  beauty  of  the  colours  which  we  had  obtained,  and 
also  for  the  square  form  we  adopted  for  the  "pizze" 
(pieces)  of  enamel,  a  form  the  most  convenient  for 
use,  and  at  the  same  time  the  most  economical.     During 
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the  existence  of  the  Russian  estabHshment  at  Rome, 
we  produced  45,181  pounds  of  enamel,  divided  into 
4,700  different  shades,  including  enamels  of  gold  and 
silver.  The  cost  of  rent,  installation,  wood,  apparatus, 
transport,  and  pcj'sonnel,  amounted  to  10,667  ecus  Ro- 
mains  and  93  baioccJii,  which  gives  a  cost  for  every 
pound  of  enamel  of  2\\  baiocchi,  or  28  kopecks  (Russian),' 
— equal  to  about  ^d.  English.  I  may  add,  that  I  doubt 
the  correctness  of  this  price  in  common  with  other  prices 
from  the  Russian  establishment.  When  a  manufactory 
is  made  imperial,  prices  if  not  immaterial  are  often 
untrustworthy. 

In  the  year  185 1,  Signor  Bonafide,  since  deceased, 
received  from  the  Emperor  Nicholas,  through  Prince 
Volkonski,  instructions  to  leave  Rome  and  proceed  to 
St.  Petersburg,  'there  to  assist  in  establishing  the  art 
of  mosaic-making  in  Russia ;  and  to  overcome,  as  far 
as  might  be,  the  inconvenience  of  the  unsatisfactory 
quality  of  the  enamels  produced  by  the  Roman  mosaicist 
Vincent  Raffaelli,  who  was  then  engaged  in  St.  Peters- 
burg, under  contract,  to  supply  the  necessary  materials 
for  the  work'  in  hand.  There  seems  to  have  been 
naturally  some  delay  in  the  organisation  of  the  school 
of  mosaicists  and  in  the  establishment  of  the  work- 
shops. Ultimately  it  was  settled  that  the  enamel 
colours  should  be  made  in  one  place,  the  'Manufac- 
ture Imperiale  de  Verreries',  while  the  mosaics  were  to 
be  set  up  in  another  locale,  a  portion  of  the  Imperial 
Academy.  The  staff  at  the  latter  manufactory  has 
of  late  years  consisted  of  about  fourteen  artists  and 
eight  artisans.  Painters,  such  as  the  late  Professor 
Neff,  also  another  Russian  artist,  likewise  an  Italian 
painter,  severally  employed  on  cartoons,  are  not  in- 
cluded.    The   above   facts   substantiate   the   statement 
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that  St.  Petersburg  first  borrowed  the  art  from  modern 
Rome,  and  at  the  same  time  they  account  for  the 
close  resemblance  between  the  picture-mosaics  made 
on  the  banks  of  the  Neva  and  those  manufactured 
on  the  banks  of  the  Tiber.  I  think  there  can  be  no 
doubt  that  the  Russian  Government  did  wisely  to  go 
to  Rome.  In  Venice  the  art  had,  until  a  recent  period, 
been  long  neglected  ;  and  even  under  the  revival  effected 
by  Dr.  Salviati,  works  as  delicate  and  elaborate  as  those 
executed  in  the  establishment  of  the  Pope  are  quite 
the  exception.  I  may  add  that  in  Ravenna  I  have 
seen  a  Roman  mosaicist  employed  in  the  restoration 
of 'The  Good  Shepherd' and  the  maintenance  of  other 
historic  remains.  This  Italian,  working  under  ancient 
traditions,  used  Roman  tesserce^  which  in  Ravenna  were 
deemed  better  than  Venetian.  I  see  no  reason  to 
call  in  question  the  statement  that  the  tessercE  now 
made  in  the  ^  Mannfactiire  Imperiale  de  Vei^reries  a 
St.  Peter shotirg'  are  equal  in  quality  and  in  variety 
of  colour  to  the  enamels  manufactured  in  Rome.  In 
fact  a  chief  end  sought  to  be  attained  through  the 
apprenticeship  served  by  the  Russians  in  Rome  was 
to  perfect  the  material,  as  a  material,  in  the  essential 
particulars  of  colour,  substance,  and  permanence.  In 
St.  Petersburg  the  designs  of  the  mosaics  are  poor  com- 
pilations, ostentatious  and  empty,  as  for  the  most  part 
is  modern  art  in  Russia.  And  such  good  care  has  been 
taken  to  secure  excellence  of  enamel  and  workman- 
ship, that  there  is  a  fair  chance  that  these  common- 
place compositions  in  Russia  will  long  survive  creations  of 
genius  confided  elsewhere  to  less  trustworthy  materials. 

The  technique  of  the  Russian  manufacture  has  been 
established,  as  we  have  seen,  on  a  sound  and  scientific 
basis.     Valuable  data  of  the  processes  employed   may 
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be  gathered  from  'Appendix  S.  to  Eleventh  Report 
of  Science  and  Art  Department,'  incorrectly  entered 
in  the  margin  as  '  Mr.  Sandham's  Description  of  a 
Russian  Mosaic  Establishment,'  whereas  Mr.  Sandham 
merely  acts  as  translator.  The  report  dwells  on 
'economy'  of  manufacture,  notwithstanding  the  pro- 
verbial extravagance  of  all  prices  in  St.  Petersburg, 
whether  of  luxuries  or  of  bare  necessaries,  and  tells 
how  the  consumption  of  gold  may  be  diminished. 
'With  us,'  states  this  official  document,  'it  is  a  vital 
object  to  economise  to  the  utmost  the  precious  metals, 
and  to  obtain  the  same  results  by  metallic  oxides  less 
costly.  Copper,  for  example,  is  well  known  by  chemists 
to  be  capable  of  three  different  degrees  of  oxidation. 
We  obtain  from  this  metal  not  only  three  primative 
colours,  such  as  yellow,  red,  and  blue,  but  also  the 
mixed  colours,  orange,  green,  and  violet.  Besides,  with 
the  aid  of  other  materials  which  we  employ,  and  by 
means  of  some  modifications  in  manipulation,  we  obtain 
all  the  compound  colours,  in  an  infinity  of  shade.' 
Professor  Archer  was  more  precise  when,  in  the  columns 
of  the  'Art-Journal,'  he  stated  that  in  St.  Peters- 
burg 'the  metals  chiefly  employed  are  gold,  silver, 
copper,  cobalt,  manganese,  lead,  tin,  antimony,  iron, 
and  chromium  :  carmine,  purple,  and  rose  colours  are 
obtained  by  gold  ;  yellow  by  silver,  lead,  and  antimony  ; 
blue  by  cobalt ;  red  by  copper ;  brown  by  manganese ; 
black  by  iron  ;  green  by  copper  and  chromium,  &c. ; 
orange  by  lead.'  The  late  director  in  St.  Petersburg 
lays  claim  to  inventions  in  mechanism  and  to  chemical 
discoveries  which  it  is  supposed  may  have  improved 
the  products  of  the  furnace.  I  do  not  attach  to  these 
claims  much  importance :  '  a  shovel  of  a  new  form,' 
for    example,    scarcely    implies    any   great    amount    of 
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creative  genius.  The  processes  seem  much  the  same 
as  those  I  have  witnessed  in  Murano.  The  Russians 
as  a  people  are  more  imitative  than  creative ;  and  that 
they  should  be  able  to  produce  after  established  prece- 
dents a  material  equal  to  the  best  manufacture,  whether 
ancient  or  modern,  is  greatly  to  their  credit. 

As  I  write  are  ranged  on  the  table  before  me 
tesserce  which  I  have  at  various  times  collected.  Among 
the  old  materials  are  remnants  from  mosaics  on  the 
fa9ade  of  Orvieto  Cathedral ;  also  from  mosaics  in 
St.  Mark's,  Venice ;  likewise  from  the  mosaic  of 
'  The  Good  Shepherd/  a  work  in  Ravenna.  And 
among  the  new  materials  are  Salviati's  glass  tesserce^ 
used  in  the  repair  of  the  old  mosaics  in  St.  Mark's, 
as  well  as  for  the  modern  works  at  Windsor,  and  in 
the  Houses  of  Parliament ;  to  these  may  be  added 
the  ceramic  or  earthenware  squares  of  Messrs.  Minton, 
employed  in  certain  figures  at  South  Kensington ; 
lastly,  the  tesserce  I  brought  from  St.  Petersburg.  A 
comparison  of  these  several  examples  shows  less  dif- 
ference than  might  have  been  anticipated.  As  to 
relative  opacity  and  transparency,  the  Minton  and 
the  Salviati  compositions  are  opposite  extremes ;  Min- 
ton's  mixture,  which  seems  little  else  than  baked  clay, 
is  opaque  and  dead  in  surface  as  earthenware ;  while, 
on  the  contrary,  Salviati's  compound  is  translucent 
and  sparkling  as  glass.  Each  material  has  distinctive 
advantages.  I  notice  that  Sir  Digby  Wyatt,  in  a  paper 
read  before  the  Institute  of  Architects,  suggests  that 
the  opaque  material  should  be  used  for  the  high 
lights,  while  the  transparent  pieces  might  be  reserved 
for  the  shadows.  Such  practice  would  correspond  to 
the  well-known  maxim  in  oil-painting :  '  Load  on  your 
lights,  and  keep  your  shadows  transparent.' 

Y  2 
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The  materials  from  St.  Petersburg  are  intermediate 
in  character:  they  are  not  quite  so  translucent  as 
the  Salviati  glass,  nor  are  they  so  opaque  as  the  Minton 
clay  ;  they  may  be  likened  to  the  consistency  of  sealing- 
wax,  which,  as  far  as  I  remember,  was  the  prevailing 
aspect  of  the  substance  used  in  the  Vatican.  Accord- 
ingly the  Russian  picture-mosaics  when  complete,  as 
seen  for  example  in  the  master-works  put  up  in  the 
church  of  St.  Isaac,  throw  off  light  from  the  surface 
quite  as  forcibly  as  frescoes,  and  yet  on  the  other 
hand  they  do  not  reflect  light  as  when  tcsscrcE  of  bur- 
nished surface  shine  like  a  multitude  of  small  looking- 
glasses.  This  last  effect  was  the  unpardonable  fault 
of  the  Salviati  mosaics  set  up  a  few  years  since  in 
the  Central  Hall,  Westminster.  At  St.  Petersburg 
considerable  credit  is  taken  for  '  The  colour  porporine 
— purple.'  'The  reproduction  of  this  colour  was  the 
object  of  the  researches  of  many  distinguished  chemists, 
but  although  they  arrived  at  the  constituent  elements 
of  this  enamel,  no  one  was  able  to  produce  it.  It  is 
to  the  laboratory  of  our  establishment  that  the  credit 
belongs  of  having  produced,  in  1847,  ^"^^  down  to  the 
present  day,  an  enormous  quantity  of  this  precious 
colour.'  Also,  not  without  reason,  do  the  Russians 
claim  excellence  for  perhaps  the  prettiest  of  mosaic 
products,  glazed  gold  tesserce^  specially  needed  in  a 
country  where,  after  the  example  of  Byzantium,  gold 
is  lavishly  used  in  backgrounds.  Mr.  Ruskin  speaks 
eloquently  of  the  beauty  and  utility  of  this  exquisite 
manufacture  as  used  in  St.  Mark's.  The  process  by 
which  the  gold-leaf  is  laid  on,  then  placed  under  the 
protecting  pellicle  of  glass  and  so  hermetically  sealed, 
has  been  often  described  ;  and  the  glistening  product, 
whether  ancient  or  modern,  whether  it  come  from  Venice 
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or  St.  Petersburg,  is  nearly  identical  both  as  to  durability 
and  decorative  use.  It  is  interesting  to  observe  with 
what  care,  with  how  much  attention  to  minute  circum- 
stance, various  mosaic  manufactories  have  devoted  them- 
selves to  the  safe  and  lucent  incrustation  of  the  gold- 
leaf.  Even  the  colour  of  the  vitreous  background  upon 
which  the  gold  is  mounted  has  been  carefully  considered. 
Salviati  lays  gold  upon  red,  blue,  or  green  enamel, 
according  to  the  tone  desired :  the  Russian  chemists 
carry  out  the  same  idea,  and  the  factory  being  im- 
perial, that  is,  sustained  by  subsidy  and  independent 
of  commercial  considerations,  no  pains  have  been  spared 
to  render  the  substance  and  surface  as  nearly  perfect 
as  practicable.  I  have  reason  to  believe  that  the  cost 
mounts  up  to  that  of  a  luxury ;  in  other  words,  the 
outlay,  as  in  the  state  factories  of  France,  is  so  heavy 
as  to  close  access  to  the  markets  of  the  world.  As 
to  permanence,  it  is  almost  impossible  to  speak.  We 
all  know  what  absurd  claims  for  indestructibility  have 
latterly  been  set  up  for  mosaics ;  the  fact  being  that 
the  finished  work  must  perish  with  its  weakest  part, 
viz.,  the  mortar-bedding.  But  I  have  before  me  a 
fragment  from  Orvieto,  which  shows  that  the  tesserce 
themselves  are  subject  to  disintegration,  and  seeing 
that  even  granite  crumbles  under  an  Italian  winter, 
it  is  easy  to  believe  that  in  St.  Petersburg  mosaics, 
unless  well  protected,  must  fall  to  pieces.  But  in 
Russia,  mosaics  are  used  solely  for  internal  decora- 
tion, and  the  churches  being  heated  by  artificial 
means,  there  seems  reason  to  believe  that  the  tesserce- 
picture  may  last  almost  as  long  as  the  walls  will 
stand. 

Reverting  to   the  matter  of  gold,    I  may  state   that 
in  the  St.  Petersburg  atelier  I  made  note  of  raised  or 
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embossed  gold-grounds  somewhat  comparable  with  flock 
patterns  in  wall-paper  decorations.     This  is  a  novelty 
which   may  be  turned  to  good  account.     The  unmiti- 
gated brilliance  of  a  gilded  surface  is  apt  to  destroy  all 
colour  with  which  it  comes  in  contact ;  and  I  have  been 
interested  to  observe  in  Venice  how  Salviati  has  striven, 
by  subdued  treatment  of  gold,  passing  from  light  yellow 
to  shadowy  tones,  and  even  into  still  more  sombre  tints 
of  copper,  to  mitigate  excess  of  lustre.     But  possibly,  in 
tlie   still   barbaric   state   of   Russian  art,  such   delicate 
modulations  may  be  accounted  as  loss  of  power.     The 
multitudinous   domes   of  the   KremHn  in   Moscow   are 
mostly  gilt ;  and  I  was  surprised  to  find  that  no  one 
would  join  in  my  admiration  of  the  gold  toned  by  time, 
oxidised  and  brought  into  broken  yet  rich  harmonies 
with  sky  and  cloud.     Everybody  deemed  the  span-new 
gilt  pumpkin  of  a  dome  the  nearest  possible  approach 
to  the  divine.     The  analogy  between  these  golden  cu- 
polas and  the  gold  of  mosaic  grounds  is  close,  if  not 
indeed    complete.     I    have   noticed,   indeed,  that    gold 
mosaics    gain   in   tone   by   time,  somewhat   as   painted 
glass  ;    crudeness  of  tone  and  harsh   contrasts  are  sub- 
dued to  harmony.     I  may  be  excused  for  thus  dwelling 
at  length  on  a  point  which   in  Western  art  would  be 
deemed  of  secondary  moment.     But  in  Russia  gold  is 
a   primary   means   of   decoration,   a   salient   feature   in 
a    city    panorama.      Travellers    who    have    approached 
St.  Petersburg  from  the  sea,  or  seen  Moscow  illumined 
by  the  setting  sun,  will   know  how  much  of  imperial 
magnificence,  how  much  of  Eastern  splendour  is  due  to 
the  gold  which  illumines  the  dome-crested  panoramas. 
I  think  the  government  shows  a  clear  intuition  of  the 
requirements  and  capabilities  of  national  art  by  foster- 
ing a  school  of  mosaic  manufacture,  which  yields  a  deco- 
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rative  appliance  in  perfect  keeping  with  historic  tradi- 
tion as  well  as  with  the  present  complexion  of  popular 
taste. 

The  notes  I  have  made  on  the  mode  of  putting  the 
mosaics  together  accord  with  the  published  report  of 
Professor  Archer.  A  coloured  cartoon  is  the  mosaicisms 
guide ;  a  white  surface  of  plaster  laid  in  a  strong  frame- 
work about  half  an  inch  deep  is  his  field  of  action. 
Upon  this  smooth  surface  the  composition  is  sketched 
piece  by  piece.  It  being  thus  determined  with  precision 
where  each  tessera  is  to  lie,  the  plaster,  which  yields 
softly  to  the  knife,  is  cut  carefully  away,  and  just  as 
carefully  is  each  cube  squared,  ground,  filed,  and  fitted 
into  its  prepared  cell.  Thus  by  slow  degrees  does  the 
white  plaster  give  place  to  the  coloured  picture — vastly 
more  slowly  than  canvas  yields  before  the  stitches  of 
a  worker  of  tapestry.  '  How  long,'  I  inquired,  '  will  that 
large  mosaic  of  "  The  Last  Supper  "  take  to  complete  T 
'  Five  men  could  finish  it  in  four  years,'  was  the  reply. 
The  weight  of  such  a  work  is  so  immense  that  the  en- 
closing framework  requires  utmost  strength.  The  mosaic 
sent  to  Paris  in  1867  weighed  no  less  than  seven  tons, 
and  to  move  such  a  mass  in  the  atelier  needs  cranes  and 
other  mechanical  appliances.  The  Russians  deem  giant 
scale  essential  to  grandeur;  they  consider  that  their 
public  works  must  be  of  a  magnitude  commensurate 
with  their  vast  empire ;  and  they  accustom  themselves 
as  we  have  seen  to  move  blocks  of  stone  which  are 
without  historic  parallel  since  the  building  of  the  Pyra- 
mids by  the  old  Egyptians.  We  have  found  that  the 
monolithic  columns  of  the  church  of  St.  Isaac  were 
brought  all  the  way  from  Finland ;  and,  in  like  manner, 
the  huge  granite  blocks  for  the  monument  to  Catherine, 
now  in  course  of  construction,  have  been  dragged  through 
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the  Streets  of  St.  Petersburg.  In  some  four  years'  time, 
when  the  mosaic  of  '  The  Last  Supper '  shall  have  at- 
tained an  accumulative  weight  of  ten  tons,  the  removal 
from  the  studio  to  the  church  will  become  a  serious 
operation.  In  the  meantime  much  remains  to  be  done. 
When  the  last  of  some  two  or  three  hundred  thousand 
tessercB  shall  be  in  its  place,  the  whole  picture  will  be 
turned  down  on  its  face,  and  the  plaster  cut  away  from 
the  back.  The  roots,  or  fangs,  of  the  cubes  being  thus 
laid  bare,  Roman  or  Portland  cement  will  be  run  over 
the  whole  surface.  A  solid  back  being  thus  put  to  the 
picture,  the  work  is  ready  for  its  destination.  During 
its  execution  it  has  been  of  the  nature  of  an  easel- 
picture  ;  on  its  completion  it  will  be  built  into  an 
architectural  structure,  and  thus  assume,  as  far  as  the 
treatment  may  permit,  a  monumental  character. 

I  obtained  a  special  appointment  to  see  the  melting 
of  the  enamels  under  the  blow-pipe,  the  mixing  of  two 
colours  to  make  an  intermediate  third,  &c.  Travellers 
acquainted  with  the  glass-works  at  Murano  are  not  likely 
to  be  taken  by  surprise  by  the  dexterous  manipulation 
needed  in  the  making  of  the  enamel  colours  in  St.  Peters- 
burg. The  marvellous  ductility  of  glass  is,  of  course,  the 
same  all  the  world  over.  On  the  whole  the  imperial 
glass  manufactory,  as  represented  in  the  Russian  Exhibi- 
tion of  1870,  fell  short  of  the  Salviati  works,  as  displayed 
in  the  Paris  Exhibition ;  and  certainly  the  feats  per- 
formed in  the  way  of  combination  and  fusing  together 
of  colours  were  not  comparable  with  the  Venetian  filagree 
and  other  well-known  products.  But  in  St.  Petersburg 
they  show  a  somewhat  novel  arrangement  of  colours  one 
over  the  other,  as  in  agate ;  they  also  imbed  colours  by 
placing  one  round  the  other  in  concentric  circles.  I  have 
several  such  circular  or  oval  tessercs  on  the  table  before 
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me,  each  measuring  from  half  an  inch  to  one  inch  in 
diameter,  with  usually  an  eye  of  white  at  the  centre, 
and  various  shades  of  yellow,  red,  brown,  or  grey  around. 
The  process,  being  once  mastered,  admits  of  manifold 
combinations.  The  advantage,  however,  accruing  from 
this  ingenious  arrangement,  is  not  very  evident.  The 
utmost  benefit  would  seem  to  be  that  one  tessera  pro- 
duces the  same  effect  as  many,  and  one  may  remain 
more  firmly  in  the  cement  than  several.  The  size  of 
the  pieces  usually  varies  with  the  greater  or  less  minute- 
ness in  detail ;  and  among  the  specimens  before  me 
some  are  drawn  out  to  the  thinness  of  a  thread  or  wire, 
and  thus  a  mosaic  may  be  as  finely  elaborated  as  a 
needle-wrought  tapestry.  It  is  evident,  as  before  said, 
that  no  cost  is  spared,  no  expedient  neglected,  to  ap- 
proach perfection  ;  and  although,  after  the  manner  of 
the  moderns,  enamel  colours  are  mostly  relied  on,  yet, 
as  with  the  ancients,  the  use  is  not  denied  of  natural 
materials,  such  as  lapis  lazuli^  provided  that  natural  sub- 
stances will  answer  the  end  in  view  better  than  artificial. 
Thus  it  will  be  inferred  that  all  the  resources  of  the 
mosaic  process  are  called  out  to  the  uttermost :  the 
materials  are  excellent  and  well  applied.  The  size  of 
the  tesserce  is  varied  so  as  to  gain  what  in  painting 
would  be  termed  boldness  or  delicacy  of  touch  ;  and 
the  lines  In  which  the  tesserce  are  laid  are  so  disposed 
as  to  represent,  as  in  line-engraving,  the  curves  and 
modulations  in  surface.  From  the  above  it  will  be  un- 
derstood that  the  Russian  mosaicist  has  at  command 
unusual  realistic  power ;  he  can  add  to  draperies  texture, 
to  robes  enrichment ;  by  the  use  of  high  lights  and 
deep  shadows,  by  the  contrast  of  transparent  and  opaque 
colours,  he  can  give  to  the  human  eye  sparkling  in- 
telligence,  and   to   jewelry  or  metal -work   lustre   and 


330  AIANUFACTURE  OF  MOSAICS  AT  ST.  PETERSBURG, 

translucence.     An  art  essentially  decorative  thus  gains 
in  brilliance. 

Russian  mosaics  are  costly  :  economy  of  manufacture, 
as  before  remarked,  is  rarely  an  object  with  imperial 
establishments  ;  indeed  the  idea  of  a  state  subsidy  is  to 
sustain  a  manufacture  which  could  not  commercially  pay 
its  way.  It  is,  therefore,  not  a  little  surprising  to  find 
Signor  Bonafide,  in  his  report  to  the  Government,  claim 
cheapness,  at  least  in  the  cost  of  the  enamels.  The  only 
source  of  economy  stated  is  the  substitution  of  baser 
metals  for  the  more  precious  in  the  production  of  the 
colours.  It  appears  that  the  enamels,  including  gold  as 
well  as  other  colours,  average  the  rate  of  \s.  Sd.  per 
pound,  before  cut  into  cubes.  This  is  incredibly  cheap,  as 
the  uncut  gold  enamels  used  by  Salviati  for  the  restora- 
tion of  St.  Mark's  cost  6s.  per  pound,  while  varied  colours 
cost  3i".  per  pound.  There  must  be  some  fallacy  in  the 
Russian  official  statement.  But  independently  of  the 
cost  of  the  raw  material,  the  expenses  at  St.  Petersburg 
are  excessive.  The  process,  as  before  described,  indicates 
that  speed  and  simplicity  are  sacrificed  to  excellence  of 
workmanship.  It  is  the  boast  of  the  authorities  that  the 
most  skilled  labour  is  employed  :  an  apprenticeship  has 
to  be  served,  and  the  pupil  must  show  a  medal  of  honour 
from  the  school  of  design  in  St.  Petersburg  as  a  pre- 
liminary qualification.  Fourteen  artists  are  usually  em- 
ployed, and  the  most  able  have  been  known  to  earn 
;^300  per  annum.  Half  that  sum  would  be  more  than 
a  good  income  for  an  Italian  copyist  of  pictures  in  the 
galleries  of  Florence  or  Rome.  The  total  expense  of 
the  establishment  to  the  Government  is  set  down 
so  variously  that  little  reliance  can  be  placed  on  the 
figures.  Monarchs  of  unlimited  and  irresponsible  powers 
do  not   care  to  confess  to  the  cost  of  their  favourite 
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hobbies.  Fortunately  the  Government  has  not  to  pass 
its  estimates  for  science  and  art  before  a  House  of 
Commons. 

Neither  is  it  at  all  easy  to  ascertain  the  precise 
cost  of  any  one  mosaic  when  turned  out  of  hand.  The 
works  are  not  on  sale ;  and  when  we  consider  that  a 
single  picture  may  be  three  or  four  years  in  the  making, 
it  will  readily  be  understood  that  an  exact  account  of 
the  expenditure  cannot  be  got  at.  I  find,  however,  that 
the  cost  of  the  most  arduous  work  yet  finished,  the 
composition  of  saints  sent  to  the  Paris  Exhibition,  is  set 
down  in  the  Russian  catalogue  at  ^i  1,000  ;  a  sum  not 
impossible  when  we  remember  that  the  decorations  around 
the  altar  of  the  church  of  St.  Isaac,  whereof  this  mosaic 
forms  part,  are  stated  to  have  involved  the  expenditure 
of  ;^ 500,000.  In  St.  Petersburg,  as  in  Rome  and  Venice, 
the  cost  of  a  work  of  course  varies  with  the  fineness  of 
the  manipulation  and  the  expense  of  individual  colours. 
Of  the  various  works  I  saw  on  visiting  the  factory,  there 
was  a  small  head  of  Christ  valued  at  £So  the  square 
foot ;  thus  a  mosaic  may  in  price  be  after  the  rate  of 
a  Turner  drawing.  How  exorbitant  is  this  price  can 
be  judged  by  the. fact  that  Salviati's  figure-mosaics,  of 
a  quality  suited  to  the  proposed  decoration  of  our  own 
St.  Paul's,  would  not  exceed  £2,  3^.  per  English  foot. 
Mr.  Layard,  however,  has  stated  that  the  most  highly- 
wrought  Venetian  mosaic  would  reach  £^  per  foot ;  this 
is  just  the  rate  paid  for  the  Munich  windows  in  St.  Paul's. 
The  frescoes  which  are  perishing  in  the  Houses  of  Par- 
liament have  cost  greatly  more — scarcely  less  than  ;^io 
per  square  foot :  mosaic  is  cheaper  than  painting.  It 
may,  however,  be  reasonably  urged  against  mosaics, 
that  so  small  a  proportion  of  the  total  cost  goes  to  art 
as  art,  and  so  large  a  part  to  the  material  and  manufac- 
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ture.  This  objection  especially  holds  against  Russian 
mosaics^  wherein  the  design  is  usually  all  but  worthless 
in  an  art  point  of  view.  The  exorbitant  outlay  is  in  the 
mechanism  of  the  art,  the  laborious  character  whereof 
is  indicated  by  the  fact  that  no  fewer  than  120,000 
tesserce  were  used  in  the  mosaic  of  St.  Nicholas  in 
the  Exhibition  of  1862.  Each  of  these  cubes  repre- 
sents more  than  the  common  amount  of  labour.  In 
coarse  cheap  mosaics  the  enamels  are  chopped  speedily, 
almost  at  a  blow,  as  might  be  witnessed  at  an  English 
stall  in  the  1862  Exhibition.  In  St.  Petersburg,  on 
the  contrary,  every  cube  is  most  carefully  chiselled 
into  form,  and  then  fitted  in  its  place  neatly.  Again, 
in  the  Salviati  mosaics  interstices  are  permitted  ;  the 
cement  may  show  between  the  chinks  in  the  enamels  ; 
the  surface  is  allowed  to  remain  somewhat  uneven  ;  and 
these  irregularities  are  not  wholly  disadvantages  when 
the  work  is  to  be  seen  only  from  a  distance.  On  the 
contrary,  in  the  St.  Petersburg  mosaics  the  tesserce  are 
placed  so  closely  as  scarcely  to  show  a  joint,  while  the 
surface  is  kept  level  by  a  flat  edge  and  the  use  of 
smoothing  tools.  This  delicacy  of  manipulation  con- 
trasts strongly  with  Salviati's  economic  method  of  gluing 
the  tcsserce  face  downw^ards  on  portable  pieces  of  paper. 
In  the  atelier  on  the  banks  of  the  Neva  the  artist  sees 
his  work  ;  he  does  not  lay  down  his  picture  in  the  dark. 
Salviati  is  commercially  right :  the  Russians  are  ar- 
tistically right.  The  number  of  colours  used  in  Venice, 
in  Rome,  and  in  St.  Petersburg,  would  seem  to  vary 
considerably.  Mr.  Layard  states  the  number  of  tints 
employed  by  Salviati  as  only  1500.  The  number  of 
colours  formerly  credited  to  the  Pope's  factory  were 
not  less  than  10,000,  and  in  St.  Petersburg  I  was  assured 
that  I  saw  aroiind  me  no  fewer  than    14,000   different 
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tints  ^.  But  as  shades  are  varied  in  the  furnace  at 
discretion  by  the  intermixture  of  white,  it  is  evident 
that  the  colours  might  be  easily  multiplied  even  beyond 
the  point  at  which  the  human  eye  could  detect  the  dif- 
ference. 

Mosaic  workers  have  in  past  ages  taken  rank  as 
artists.  They  have  been  deemed,  like  engravers,  more 
than  mechanists — they  are  not  allowed  to  fall  into  obli- 
vion ;  their  names,  as,  for  instance,  that  of  Andrea  Tafi, 
who  worked  in  the  Baptistery  of  Florence,  are  handed 
down  in  the  history  of  art.  In  like  manner  any  work 
which  issues  from  the  St.  Petersburg  factory  is  identified 
with  the  names  of  the  mosaicists  employed  thereon.  The 
following  extract  from  the  reports  on  the  Paris  Exhi- 
bition, 1867,  'presented  to  both  houses  of  Parliament 
by  command  of  her  Majesty,'  gives  honour  where  honour 
is  due : — 

'  As  an  important  offshoot  from  Rome,  we  have,'  writes  Sir  D.  Wyatt, 
the  reporter,  '  next  to  consider  an  establishment  which,  but  for  its  being 
"  Imperial,"  and  therefore  hors  concours,  would  unquestionably  have  re- 
ceived the  highest  honours  any  jury  could  have  conferred.  I  allude  to  the 
imperial  glass-works  of  St.  Petersburg,  under  the  especial  patronage  of 
Prince  Gazkarin,  and  presided  over  by  Signor  Bonafide,  the  favourite  pupil 
of  the  celebrated  Chevalier  Barberi,  the  mosaicist,  of  Rome.  What  the 
French  would  call  a  splendid  gamme  of  coloured  stnalti  for  the  execution  of 
mosaics,  exhibited  by  this   establishment  in  1862,  received  the  warmest 


*  The  discrepancy  between  these  several  figures  is  so  extraordinary  that  I 
have  thought  it  due  to  Messrs.  Salviati  to  ask  for  an  explanation.  The  let- 
ter received  in  reply  states  that  the  figures  1500,  as  above,  are  '  correct,  inas- 
much that  they  are  shades  actually  kept  in  our  manufactory ;  but  thousands 
more  could  be  made  if  required — it  only  requiring  different  degrees  of  heat 
and  colour.'  It  will  thus  be  seen,  as  above  urged,  that  there  are  no  limits 
to  the  number  of  colours  which  can  be  turned  out  from  a  furnace.  It  still 
remains  matter  of  astonishment  that  in  St.  Petersburg  are  needed  nine  times 
as  many  tints  as  are  said  to  be  sufficient  in  Venice. 
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commendation  from  the  jury,  of  which  I  was  a  member  on  that  occasion, 
and  was  subsequently  presented  to  the  Department  of  Science  and  Art  by 
the  Emperor  of  Russia.  The  present  exhibition  shows  advance,  rather  than 
falling  off;  and  unquestionably  the  best  pictorial  mosaic  of  all  in  the  build- 
ing is  a  colossal  one  executed  with  smalti,  from  this  establishment,  by 
F.  Bouronkin,  M.  Mouraviev,  and  G.  Agavanov,  from  a  picture  by  Pro- 
fessor Neff.  It  represents  a  group  of  saints,  and  for  breadth  of  effect  and 
simplicity  of  execution  leaves  nothing  to  be  desired.' 

Russia  has  been  unwise  in  the  art-style  she  has 
adopted.  The  designs  her  mosaicists  work  from  belong 
to  the  florid  post-Raphaelite  period.  Instead  of  adopting 
as  her  model  the  early  mosaics  of  Torcello,  Venice, 
Ravenna,  or  Rome,  she  emulates  the  showy  designs 
executed  by  the  school  of  Tintoret  and  Veronese.  The 
manner  adopted  is  something  between  the  Caracci,  Ca- 
ravaggio,  and  Delaroche.  The  drawing  for  'The  Last 
Supper,'  now  in  the  atelier,  was  made  by  an  artist  of 
Italian  descent,  and  the  other  works  in  hand  are  essen- 
tially modern  :  they  are  not  Byzantine,  not  mediaeval, 
not  monumental,  but  pictorial.  Accordingly  Russian 
mosaics  are  often  wanting  in  symmetry,  simplicity,  and 
solemnity  ;  they  are  more  of  the  nature  of  easel-pictures 
than  of  architectonic  art.  The  Russians  would  do  well 
to  work  out  a  more  expressly  national  style,  for  which, 
in  fact,  they  possess  ample  historic  materials — a  style 
rooted  in  Byzantium  and  taking  on  rich  colouring  from 
the  East.  But  instead  of  this  true  policy,  painters  have 
sold  themselves  to  France,  and  bartered  their  art  to 
Italy.  The  mosaicists  in  St.  Petersburg  work  from  the 
compositions  of  Professor  Neff — an  artist  known  in  the 
Hermitage  by  nude  girls  bathing.  Religious  art  is  not 
to  be  made  out  of  such  meretricious  stuff.  The  source 
of  the  evil  which  afflicts  the  pictorial  school  lies  in  great 
degree  in  the  false  style  of  architecture  adopted  for  the 
churches   and  public  buildings  of  the  capital — a  rank 
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growth  of  the  Renaissance ;  an  ostentatious  dressing-up 
of  forms  which  have  long  served  as  common-places  for 
Italian  masters.  The  famed  church  of  St.  Isaac,  for 
which  the  mosaicists  labour,  is  as  hostile  to  a  good  style 
of  wall-decoration  as  the  interior  of  our  St.  Paul's  is 
fatal  to  a  pure  style  of  painted  glass.  The  fact  is,  the 
religious  arts  in  Russia  are  in  an  anomalous  and  false 
position  ;  they  are  divided  between  the  effete  Byzantine 
and  the  flaunting  modern  ;  there  is  no  interval  or  inter- 
mediate resting-place  between  a  Madonna,  black  as 
ebony,  and  a  span-new  saint  decked  in  costume  as  for 
a  book  of  fashion.  The  art-revival  fostered  by  Russian 
emperors  is  not  on  a  par  with  even  that  modern  medie- 
valism, the  so-called  school  of  Christian  art  patronised 
and  pampered  by  King  Ludwig  in  Munich.  That  the 
Government  is  wise  in  taking  to  mosaics  in  some  form 
as  a  national  system  of  wall-decoration  cannot  be  ques- 
tioned. It  is  evident  that  the  exclusion  of  sculpture 
from  the  Russian  church  leaves  a  void  not  easily  filled. 
Frescoes  would  have  been  probably  incompatible  with  the 
climate,  and,  moreover,  must  have  been  overpowered  by 
the  richness  of  adjacent  marble,  malachite,  lapis  lazuli,  &c.; 
whereas  mosaics,  being  built  up  of  solid  materials,  com- 
port well  with  the  surrounding  structure.  The  com- 
mencement already  made  in  this  magnificent  decorative 
process  cannot  fail  to  have  ample  development  in  the 
future.  Some  years  may  be  occupied  in  supplying  the 
church  of  St.  Isaac  with  the  required  enamel-pictures  ; 
further  years  will  be  needed  for  the  like  decoration  of 
the  new  church  in  Moscow.  In  the  meanwhile,  with 
the  growing  wealth  of  the  empire,  other  churches  will 
arise,  which  in  time  must  tax  the  productive  powers  of 
the  St.  Petersburg  mosaicists. 


CHAPTER   XII. 

LANDSCAPE   PAINTING  IN    RUSSIA. 

The  rise  of  landscape  art  in  any  nation  usually  involves 
interesting  problems.  The  general  law,  to  which  Russia 
is  no  exception,  seems  to  be  that  the  painting  of 
inanimate  nature  is  secondary  and  subsequent  to  the 
delineation  of  human  nature  ;  thus  landscape  art  seldom 
comes  into  being  till  figure  painting  has  been  long 
established.  And  Russia  having  at  the  time  of  her 
art-revival  about  a  century  ago  pronounced  in  favour 
of  high  and  academic  styles  as  best  suited  to  imperial 
palaces  and  state  churches,  landscape  painting  struggled 
into  existence  as  an  accessory  or  an  accident.  Russia, 
indeed,  in  creating  for  herself  the  several  arts,  has  been 
subject  in  more  ways  than  one  to  the  universal  laws 
of  development :  architecture  she  needed  first,  then 
followed  sculpture,  and  lastly  painting.  The  pictorial 
arts  as  usual  commenced  with  a  sacred  mission,  in 
which  of  course  landscape  painting  could  take  little 
or  no  part.  In  St.  Petersburg,  it  is  true,  the  three 
sister  arts  sprang  into  life  at  the  command  of  Peter 
the  Great  and  of  Catherine  II  almost  at  the  same 
moment,  yet  the  direction  given  to  painting  was  mainly 
determined  by  the  special  style  which  architecture 
assumed.  The  Italian  Renaissance  being  planted  on 
the  banks  of  the  Neva,  pictorial  arts,  as  reared  in  the 
Academy  of  St.  Petersburg,  naturally  conformed  to 
Italian  precedent ;  figures,  life-size,  left  little  room  for 
landscape,  and  only  by  degrees   was  inanimate  nature 
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permitted  to  creep  in  and  shew  herself,  usually  in 
backgrounds.  But  the  tendency  of  the  times  in  Europe 
generally  having  more  than  ever  set  in  the  direction 
of  landscape,  Russian  painters  studying  in  Diisseldorf, 
Paris  or  Rome,  fell  into  the  not  unpleasing  practice 
of  outdoor  sketching.  And  it  may  be  said  that  while 
the  necessities  of  the  state  urged  to  historic  art,  the 
instincts  of  the  people  prompted  to  landscape  painting : 
the  one  is  essentially  national,  the  other  is  more  pe- 
culiarly personal.  And,  judging  from  the  pictures  which 
have  fallen  under  my  notice,  also  in  remembrance  of 
the  manifest  talents  of  not  a  few  artists  who  have 
addicted  themselves  to  the  study  of  nature,  I  should 
say  that  the  Russian  mind  is  fully  sensible  to  the 
grandeur  and  the  beauty  of  high  mountains,  vast  plains, 
dense  forests,  rushing  rivers,  and  restless  seas.  A  people 
emerging  from  barbarism  and  just  entering  on  civilisation 
are  peculiarly  responsive  to  the  rude  forms  and  the 
unruly  forces  of  nature. 

Before  I  proceed  to  enumerate  the  best  known 
landscape  painters,  and  to  describe  the  actual  condition 
of  the  art  in  Russia,  I  may  detain  the  reader  by  one 
more  reason  why  landscape  painting  has  been  so  long 
held  in  the  background.  Landscape  art  in  the  middle 
ages  was  born  in  Western  Europe,  and  seems  never  to 
have  been  transplanted  to  the  shores  of  the  Bosphorus 
or  the  lands  of  the  East.  Passing  to  periods  long 
prior,  the  Greeks,  even  of  the  time  of  Phidias  and  his 
followers,  appear  to  have  made  the  beauty  and  the 
grandeur  of  outward  nature  subordinate  to  the  drama 
of  humanity.  Now  the  Russian  races,  with  their  cognate 
arts,  are  Eastern  and  not  Western  ;  they  are  allied  to 
the  Empire  of  the  East  seated  at  Constantinople,  and 
therefore    belong   to    non-landscape    painting    peoples. 
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Furthermore,  the  ecclesiastical  styles  borrowed  by  Russia 
from  Byzantium  are  stamped  with  finality;  they  are 
precluded  from  progress  and  are  forbidden  access  to 
nature.  Landscape,  almost  of  necessity,  finds  no  place 
in  the  Church  ;  landscape  painting  in  fact  did  not  exist 
till  the  arts  became  secularised.  But  nature  in  all  lands 
sooner  or  later  asserts  her  power,  hence  even  for  the 
Muscovite  Empire  a  landscape  epoch  was  in  store. 

Landscape  art,  it  is  evident,  cannot  be  wholly 
neglected  when  more  than  twenty  painters  have  a 
claim  to  notice.  I  will  briefly  enumerate  some  of  the 
chief,  adding  the  few  details  I  have  been  able  to  gather 
in  St.  Petersburg  from  biographical  dictionaries,  or  from 
the  examination  of  the  works  sent  to  successive  Inter- 
national Exhibitions  in  London  and  Paris.  Feodar 
Jakowlewitsch  Alexieff,  born  1757,  and  sometimes  called 
the  Russian  Canaletto,  is  the  earliest  student  of  inanimate 
nature  I  have  met  with.  Yet  a  landscape  with  figures 
in  the  Academy  of  St.  Petersburg  by  this  artist  is 
chiefly  remarkable  for  its  size.  Russia,  in  fact,  like 
Sweden,  Norway,  and  Denmark,  commenced  with  an 
art  which  was  no  art :  aboriginal  arts  in  the  North 
of  Europe  are  barbaric ;  the  revival  on  the  shores  of 
the  Baltic  is  traced  to  the  time  when  intercourse  became 
intimate  with  the  coasts  of  the  Mediterranean.  Leon 
Lagorio,  whose  landscapes  I  have  known  in  St.  Petersburg 
and  London,  is  a  case  in  point ;  he  has  depicted  '  Capri ' 
and  *  Sorrento'  in  the  sunny  poetic  style  which  is  es- 
sentially Italian.  This  painter  was  born  in  1827,  and 
commenced  his  studies  in  the  Academy  of  St.  Petersburg  ; 
in  1 8  SO  he  gained  the  first  great  prize  for  landscape, 
and  he  is  now  professor  in  the  Academy  to  which 
he  first  owed  the  rudiments  of  art.  It  is  evident  from 
two  views  in  the  Caucasus  sent  to  the  last  International 
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Exhibition  at  Kensington  that  Lagorio  holds  a  first 
position  among  the  Hving  artists  of  Russia.  He  is  a 
pioneer.  The  art  he  matured  in*  Italy  he  uses  as  a 
means  to  extend  our  knowledge  of  the  physical  geo- 
graphy of  regions  comparatively  unknown.  Here  in 
the  Caucasus  he  paints  a  mountain  valley  with  a  torrent 
tearing  through  the  midst,  and  a  snow  peak  at  the  top 
piercing  the  sky  sharply.  The  world  is  evidently  much 
alike,  especially  when  the  conditions  of  altitude  and 
of  geologic  structure  are  similar.  Thus  this  faithful 
transcript  of  a  ravine  in  the  Caucasus  does  not  materially 
differ  from  Swiss  valleys.  The  atmospheric  effect  has 
been  well  chosen,  a  shadowy  gloom  settles  over  the 
rocky  defile,  the  panorama  is  solemn  and  grey,  though 
warm  colour  from  sunset  still  lingers.  Art  treatments 
are  evidently  quite  as  firmly  established  and  widely 
diffused  as  physical  conditions ;  the  landscape  painter 
in  the  Russian  Empire  can  but  follow  the  laws  of 
composition,  of  light,  shade,  and  colour,  which  for 
centuries  have  been  established  in  the  older  European 
nations.  Thus  the  second  subject  from  the  Caucasus 
selected  by  M.  Lagorio,  though  in  its  golden  sunlight 
in  direct  contrast  with  the  grey  shadow  of  the  torrent- 
worn  ravine,  equally  conforms  with  the  universal  laws 
of  art.  People  are  apt  to  suppose  that  art  in  the  remote 
regions  of  Russia  must  be  wholly  severed,  even  in 
elementary  principles,  from  the  arts  established  in  old 
cities,  and  at  historic  centres  in  Western  Europe.  But 
the  rise  and  development  of  landscape  painting  in  Russia 
offer  no  exception  to  Western  experience  :  the  laws 
observed  are  not  abnormal  as  in  China  or  Japan. 
Indeed  this  second  scene  in  the  Caucasus  is  amazingly 
like  the  Seine  in  the  neighbourhood  of  Rouen.  Here 
are  hills,  poplars,  and  shining  waters.     I  am  sorry  that 
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I  cannot  exalt  M.  Lagorio  to  quite  a  first-rate  position 
among  the  landscape  painters  of  Europe.  He  wears 
an  amateurish  aspect.  Still  he  is  faithful,  his  records 
are  true,  his  transcripts  prove  the  value  of  outposts 
where  observers  may  be  placed  to  report  on  pictorial 
conditions  of  sky,  on  actual  geologic  strata,  with 
accessories  of  buildings  and  costumes. 

At  the  Crystal  Palace,  as  already  mentioned,  was 
exhibited  during  the  present  year  a  remarkable  series 
of  sketches  of  Central  Asia  by  the  Russian  painter 
M.  Basil  Wareshtshagin.  We  have  before  noticed  the 
figure-pictures.  The  studies  made  on  the  spot  are  of 
real  value  as  reliable  records  of  the  landscape  phases 
of  countries  which  seldom  come  within  reach  of  a 
painter's  pencil.  The  scenery  may  be  summed  up 
under  the  category  of  wide  plains,  high ,  mountains, 
long  and  perilous  passes.  There  are  four  views  of  the 
Alatau  Mountains  which  might  have  been  painted  in 
the  Alps.  A  lake  at  the  foot  of  these  mountains  is 
tranquil  and  grey;  and  another  lake,  of  which  there 
are  three  sketches,  is  environed  by  snowy  mountains. 
There  are  also  four  views  of  the  Pass  of  Bars-Kaun, 
directly  Alpine  in  character;  a  torrent  rushes  through 
the  midst,  and  the  rocks  on  either  side  bristle  with 
fir-trees.  The  south-east  frontiers  of  Asiatic  Russia 
do  not  appear  in  these  sketches  as  a  barren  land.  It 
is  true  that  here  and  there  appears  a  ruined  fortress, 
standing  on  the  border  of  a  desert  such  as  often  tra- 
vellers find  within  Turkish  territory ;  also  are  met  with 
the  picturesque  tombs  of  saints,  not  unlike  the  domed 
sepulchres  which  people  the  sandy  desert  around  the  city 
of  Cairo.  And  yet  the  land  here  delineated,  though  wholly 
left  in  the  hands  of  nature,  shows  capacity  for  culture 
and  consequent  sphere  for  future  civilisation.     Possibly 
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the  Spectator  may  be  surprised  that  these  untrodden 
hills,  ravines,  and  plains'  do  not  contrast  more  strongly 
with  regions  which  fall  within  the  beaten  track  of  the 
traveller,  but  the  fact  seems  to  be  established  that 
the  great  divisions  of  the  globe,  made  somewhat  gra- 
tuitously by  scientific  geographers  or  political  governors, 
offer,  so  long  as  they  lie  within  parallel  latitudes,  pretty 
much  the  same  pictorial  elements  to  the  landscape 
artist.  Yet,  at  all  events,  the  contrast  is  decisive  between 
territories  cultivated  and  uncultivated,  with  the  usual 
concomitants  of  civilised  and  stationary,  or  uncivilised 
and  wandering  inhabitants.  The  regions  by  this  Russian 
delineated  belong  almost  without  exception  to  the  latter 
category.  Nomadic  tribes  do  not  so  much  inhabit  as 
run  over  these  open  tracts :  the  whole  continent  is 
without  a  hedgerow  or  boundary,  save  nature's  barriers 
of  rivers  and  mountains ;  private  property  appears  to 
have  no  more  basis  than  when,  on  the  overthrow  of 
the  Babel  Tower,  the  sons  of  men  wandered  wherever 
they  might  find  path  or  provender.  These  sketches 
indeed  do  not  reveal  an  aspect  of  nature  materially 
different  in  Asiatic  Russia  from  the  condition  of  things 
within  Asiatic  Turkey.  The  sketcher,  in  fact,  in  Siberia 
would  seem  to  find  himself  in  about  the  same  plight 
as  in  Syria.  Indeed  I  can  say,  after  having  travelled 
on  horseback  in  Samaria,  along  the  sea  of  Galilee, 
and  among  the  hills  of  the  Lebanon,  that  pictorially  the 
difference  is  but  slight  between  Eastern  scenery,  as 
epitomised  in  Palestine,  and  the  vast  regions  which 
stretch  beyond  the  Ural  Mountains.  These  studies, 
in  short,  prove  little  else  than  that  Central  Asia  is 
much  like  the  centre  of  European  Russia  or  the  desert 
tracts  of  the  Turkish  Empire.  In  point  of  art  these 
vigorous  and  veracious  transcripts  are  quite  on  a   par 
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with  the  average  works  brought  home  by  the  painter 
pioneers  of  Western  Europe.  M.  Wareshtshagin  proves 
himself  well  trained  ;  the  education  which  the  Academy 
in  St.  Petersburg  commenced  was  completed  in  Paris 
and  Munich ;  this  painter's  works  accordingly  are  of 
unusual  maturity. 

Eugen  Gustav  Ducker  is  an  example  of  the  hybrid 
character  of  modern  Russian  art.  He  was  .born  at 
Riga,  a  city  which  bears  a  German  aspect,  being  indeed 
inhabited  chiefly  by  Germans  :  Riga  is  the  capital  of 
the  Baltic  provinces,  which  Germany  is  known  to  covet 
as  part  and  parcel  of  the  imperial  patrimony.  The 
painter  Ducker  then,  as  his  name  implies,  is  not  Russian 
but  German ;  he  has  too  resided  much  in  Germany,  espe- 
cially in  Diisseldorf.  Russia,  however,  in  a  certain  sense 
took  possession  of  the  young  painter  by  giving  him  an 
education  in  the  Academy  of  St.  Petersburg  and  endow- 
ing him  with  a  pension.  Herr  Ducker's  landscapes  are 
powerful,  brilliant,  and  broad.  'The  Bed  of  a  River,' 
sent  to  the  last  International  Exhibition  at  Kensington, 
evidently  is  a  product  of  the  Diisseldorf  school,  yet  the 
style  shares  the  roughness  which  pertains  to  Northern 
Europe,  the  manner  is  unflinching  and  unflattering, 
stern  and  strong.  Several  painters,  who  scarcely  rise 
above  prevailing  mediocrity,  merit  but  cursory  mention. 
Baron  Michael  Clodt  belongs  to  a  family  of  artists ;  the 
most  illustrious  baron  of  the  name  was  a  sculptor;  he 
is  not  living.  Another  Baron  Clodt  paints  figures  in 
vigorous  genre  fashion,  and  a  third  landscapes.  The 
last  named,  who  obtained  the  grand  prize  for  landscape, 
and  is  now  professor  at  St.  Petersburg,  did  not  con- 
tribute anything  worthy  of  his  name  to  the  Inter- 
national Exhibition  of  1872.  Baron  Michael  Clodt  is 
best  known  by  views  taken  in  the  Government  of  Orel ; 
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these  landscapes  have  obtained  fairly  good  positions  in 
divers  International  Exhibitions.  Jean  Schischkine  may 
also  be  here  named  as  one  of  many  Russian  artists  who 
have  matured  a  landscape  style  in  Diisseldorf.  Silvester 
Schtschedrin,  though  wholly  unknown  in  Western 
Europe,  is  another  landscape  artist  of  renown  ;  in  com- 
mon with  his  contemporaries  he  received  timely  aid 
under  the  liberal  endowments  made  for  art  talent  where- 
ever  it  may  turn  up  within  the  Russian  Empire.  His 
works  are  sketchy  and  effective,  they  have  colour  and 
atmosphere,  but  want  detail  and  close  study.  Ausenius 
Mestschersky,  also  deservedly  of  repute,  was  born  1834, 
in  the  town  of  Iver,  lying  north  of  and  not  very  distant 
from  Moscow.  His  birthplace  in  the  provinces  is  one 
of  many  indications  that  the  Russian  soil  is  not  barren 
of  art.  This  painter,  like  others  already  mentioned,  re- 
ceived the  great  landscape  prize  of  the  Academy  in  St. 
Petersburg,  he  subsequently  studied  under  Calame  in 
Switzerland :  his  pictures  also  show  the  influence  of 
Diisseldorf.  The  style  thus  matured  he  carried  with 
him  into  the  remote  regions  of  Finland  ;  a  winter  even- 
ing scene  in  that  country  is  one  of  the  most  true  and 
striking  studies  we  have  yet  received  from  Russia.  For 
quality  and  texture,  colour  and  transparency  of  snow 
and  ice,  this  first-class  work  has  seldom  been  surpassed. 
Peter  Soukhodolsky,  who  also  carried  off  the  first  prize  in 
landscape  in  St.  Petersburg,  and  subsequently  resided  in 
Moscow,  is  another  of  those  painters  who  merit  gratitude 
for  having,  in  common  with  his  contemporaries,  opened 
up  new  regions  to  art :  at  all  events,  of  topographic,  if 
not  of  artistic  value  is  '  View  of  the  Village  of  Jelny 
in  the  Government  of  Kalougha.'  Artists  in  Russia, 
as  in  all  the  world,  are  of  most  worth  when  they  tell  of 
what  they  know  best. 
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The  Crimea  is  the  garden  of  Russia,  it  is  as  the  land 
of  Goshen,  it  is  the  field  of  the  olive  and  the  vine,  its 
sky  is  as  brilliant  as  that  of  Italy,  its  sea  as  lucent  and 
blue  as  the  waters  of  the   Mediterranean.     Indeed  the 
Crimea  shares  with  the  East  an  Oriental  splendour.  The 
climate  is  moreover  subject  to  sudden  and  striking  at- 
mospheric changes  which  favour  the  landscape  painter. 
Violent   storms   are   followed   by   dazzling   sunshine,   a 
silvery  haze  softens  the  outlines  of  hills  and  of  cliffs, 
sunset  lights  the  landscape  with  a  blaze  of  colour.     The 
atmospheric  conditions,  in  short,  are  essentially  Italian  ; 
the  effects  are  those  which  Turner  gained  during  the 
period  when  he  deliberately  set  himself  to  rival  Claude. 
Accordingly  the   Russian  Turner,  for  so   John   Ayva- 
sowsky    is  called,   is  a  product  of  the    Crimea.     Also 
Orlowsky,  who  is  allowed  to  have  command  of  a  large, 
masterly,   and   intelligent   manner,   has   worked   in   the 
Crimea.     I  have  seen  a  landscape  by  this  artist  capital 
for  studied  foreground,  brilliant    sky,  and  skilful  treat- 
ment ;   the   painter   is   no   novice,   his  art  is   unusually 
mature  for  Russia :  his  works  would  stand  well  in  any 
Western   capital   of  Europe.     The   drawings   made   by 
Mr.  Edward  Goodall  during  the  Russian  war  show  what 
excellent  sketching-ground  is  to  be  found  in  the  Crimea. 
The   coast  scenery   is  specially  picturesque,  bold  cliffs 
rise  from  the  sea,  and  the  harbour  of  Balaclava  is  castle- 
crowned.     In  the  interior  are  sheltered  ravines  prettily 
wooded ;  the  banks  of  the  river  Alma  make  a  lovely 
picture ;  poplars  grow  on  the  margin  of  the  waters,  and 
above   rises  a  grand  array  of  hills.     The  villages,  too, 
embosomed  in  trees,  with  shining  minarets,  picturesque 
figures;,  and  camels  bearing  burdens  in  the  foreground, 
make    charming    compositions.      No    less    effective    for 
play  of  line  and  grandeur  of  position  is  the  monastery 
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of  St.  George  above  Balaclava.     The  Valley  of   Death 
near  Sebastopol  has  a  dark  tragedy  all  its  own. 

Perhaps  among  all  living  artists  in  Russia  the  most 
famous,  the  most  notorious,  the  most  successful  in  a 
commercial  sense,  is  John  Ayvasowsky,  closely  identified 
with  the  Crimea.  Yet  his  landscapes  are  too  vague  and 
decorative  to  pretend  to  local  truth.  Ayvasowsky's 
career  is  not  exceptional ;  he  served  a  pupilage  in 
the  Academy  of  St.  Petersburg,  in  which  at  a  more 
mature  age  he  became  a  professor.  Now  advanced  to 
his  fifty-sixth  year  he  finds  himself  court  painter,  and 
moreover  professor  in  Theodosia,  the  ancient  city  in  the 
Chersonesus  Taurica,  wherein  he  has  taken  up  his  resi- 
dence. Among  his  known  pictures  is  a  landscape  of 
the  neighbouring  town  of  Kertch,  the  ancient  Greek  city 
which  yielded  the  vases,  gold  crowns,  and  other  trea- 
sures now  transported  to  the  Hermitage.  The  pictures 
of  Ayvasowsky  are  so  numerous,  and  in  art  quality  they 
take  so  wide  a  range  from  good  to  bad,  that  the  conclu- 
sion seems  inevitable  that  the  painter  is  a  trader  work- 
ing for  lucre.  His  monetary  success  has  been  great ;  it 
used  to  be  said  in  St.  Petersburg  that  he  lived  as  a 
prince,  and  it  came  as  a  cheering  fact  that  Russia  could 
place  a  mere  landscape  painter  in  so  proud  a  position. 
The  artist  is  most  prolific  :  I  have  known  an  incredible 
number  of  his  landscapes  scattered  over  the  Hermitage, 
the  Academy,  the  Winter  Palace  in  St.  Petersburg,  also 
I  have  found  his  works  in  Moscow,  likewise,  as  a  matter 
of  course,  in  divers  International  Exhibitions.  When  I 
projected  a  visit  for  art  purposes  to  Russia  I  was  told 
that,  at  all  events,  in  Professor  Ayvasowsky  I  should 
find  a  genius.  But  when  I  encountered  '  The  Creation 
of  the  World'  and  'The  Deluge,'  in  the  Hermitage,  I 
knew  not  whether  to  pronounce  the  painter  a  genius  or 
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a  madman.  To  compare,  as  some  have  done,  Ayva- 
sowsky  with  Turner  would  be  an  infinite  injustice  to 
Turner.  The  two  are  comparable  only  when  their  works 
verge  on  insanity.  Ayvasowsky  is  habitually  vaporous 
and  inflammatory,  his  highly-coloured  landscapes  are  as 
pyrotechnic  displays  at  the  Crystal  Palace  or  in  the 
Surrey  Gardens  ;  they  are  without  form,  detail,  or  nature. 
Even  in  small  canvases,  where  there  can  be  no  scope  for 
imagination,  such  as  in  '  A  Corsair  near  Mount  Athos,' 
'A  View  on  the  South  Coast  of  the  Crimea,'  and  *  Carters 
in  the  Crimea,'  severally  present  at  the  International 
Exhibition  of  1872,  the  artist  shows  supreme  disdain 
for  truth.  And  yet  for  each  of  these  insults  upon  nature 
Ayvasowsky  presumes  to  ask  the  modest  sum  of  ^200. 
Nowhere  in  the  life-labour  of  the  artist  have  I  dis- 
covered an  approach  to  the  close  study  which  Turner 
threw  into  the  '  Liber  Studiorum.'  Yet  Ayvasowsky  is 
interesting  as  a  phenomenon.  He  is  almost  the  only 
Russian  artist  endowed  with  imagination  or  with  a  sense 
of  colour.  His  landscapes  are  not  realities  but  phantoms, 
his  pictures  are  visions :  they  are  products  of  the  pas- 
sionate South,  and  serve  to  prove  that  Russian  art,  like 
the  Russian  climate,  comprises  contrasts  wide  as  the 
poles  asunder. 

The  Russian  school,  both  on  its  landscape  and  its 
figure  side,  appeared  in  exceptional  strength  in  the  In- 
ternational Exhibition  of  1872.  The  collection  showed 
good  solid  work  ;  a  style  which,  if  rarely  original,  is  seldom 
immature.  Russian  landscape  painters,  as  already  seen, 
though  they  begin  they  do  not  end  in  St.  Petersburg ;  on 
the  contrary,  for  the  most  part  they  extend  their  studies 
to  Germany,  Italy,  and  France.  The  Russian  Academy 
in  Rome,  as  already  shown,  is  well  endowed,  and  suc- 
cessful students  are  provided  with  pensions  to  prosecute 
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their  travels  through  Europe.  The  Russians  are  known 
as  great  hnguists  and  travellers,  and  although  constitu- 
tionally apathetic  at  home,  their  landscape  art,  as  already 
seen,  bears  sign  of  enterprise.  The  International  Exhi- 
bition of  1872  enabled  me  to  make  acquaintance  with 
a  few  more  painters  who  will  further  extend  the  com- 
pass of  this  Northern  school.  I  found  yet  another 
brilliant  scene  from  the  Crimea.  A.  Bogoluboff,  a  name 
of  repute,  has  fallen  upon  a  subject  which  vividly  recalls 
to  my  mind  the  scenery  of  the  Bosphorus.  A  moment 
has  been  seized  when  the  climate  is  simply  heavenly, 
and  the  materials  which  come  to  hand  could  not  be 
more  felicitous  :  the  composition  consists  of  round  head- 
lands, houses  and  forts  nestling  under  rocks,  wooden 
huts  with  the  ordinary  arrangements  for  coffee,  sherbet, 
and  pipes.  On  the  beach  are  boats  with  crews  and 
cargoes,  all  expressly  made  for  a  picture.  The  whole 
is  well  painted  after  the  Diisseldorf  manner.  A  diverse 
scene,  though  equally  characteristic  of  the  Russian 
climate,  bearing  a  truly  descriptive  title  in  the  one 
word  '  Thaw,'  was  contributed  by  a  certain  M.  Wasiliefif. 
The  subject  is  a  cottage,  a  peasant,  a  little  child,  with 
a  few  black  rooks,  all  set  in  a  dreary  snow  field  with  a 
leaden  sky  overhead.  The  frost  of  a  long  winter  evidently 
begins  to  break,  a  gleam  of  sunlight  bespeaks  the  return 
of  spring,  and  the  snow  under  thaw  is  no  longer  white, 
but  murky,  dank,  and  dappled  over  with  dirt,  also  the 
cart  ruts  are  slushy  with  water.  The  scene  is  the  reverse 
of  inviting  because  so  literally  true  to  that  change  of 
season  which  in  northern  latitudes,  though  most  eventful, 
is  least  agreeable.  It  cannot  be  doubted  that  Russian 
painters  have  a  great  faculty  for  faithful  copyism  of 
whatever  exists  in  outward'  nature ;  they  paint  what 
they  see  with  all  the  more  fidelity  because  they  have 
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little  imagination  to  put  them  out.  To  the  artists  already 
enumerated  may  be  added  P.  Brulloff,  son  of  the  archi- 
tect who  built  the  new  imperial  palace  in  the  Kremlin, 
and  nephew  of  the  painter  of  'The  Last  Day  of  Pompeii,' 
a  work  which,  as  we  have  seen,  was  the  first  to  gain  a 
European  reputation.  '  Rest  in  the  Harvest  Field,'  by 
Brulloff  the  younger,  unites  figures  to  landscape  ;  the 
style  has  the  vigour  and  the  realism  which  distinguish 
the  Russian  art  revival. 

Even  water-colour  painting  has  been  domiciled  in 
St.  Petersburg.  No  fewer  than  sixty-eight  drawings 
were  sent  to  the  Kensington  Exhibition  of  1872,  The 
greater  number,  it  must  be  admitted,  are  feeble  though 
faithful ;  the  style  resembles  the  inartistic  work  done  in 
Switzerland.  Russians,  by  virtue  of  their  realistic  power, 
render  with  verisimilitude  architectural  buildings,  in- 
teriors, and  still-life ;  occasionally,  too,  they  are  success- 
ful in  the  delineation  of  animals.  Yet  it  must  be  ad- 
mitted that  the  view  of  'Kief,'  by  L.  Premazzi,  is  a 
childish  affair,  something  in  style  between  the  Swiss 
and  the  Chinese.  'A  Street  Scene  in  St.  Petersburg,' 
by  A.  Lavezzari,  is  a  little  better.  Also  conscientious 
but  weak  are  fifteen  architectural  drawings  by  M.  Shish- 
koff.  *  A  Marine  View,'  by  A.  Bogoluboff,  as  might  be 
expected,  is  clever ;  the  artist  has  used  charcoal,  and  the 
effect  gained  is  striking  and  broad.  Also  powerful  and 
well  conceived  is  a  Russian  cart  with  a  team  of  horses, 
by  P.  Sokoloff.  The  animals  have  great  go,  and  are 
capital  in  character.  But  by  far  the  most  remarkable 
among  these  water-colour  works  is  the  'Migration  of 
Bulgarians,'  by  Philipoff,  a  composition  which  was  con- 
spicuously placed  on  an  easel  at  the  time  when  I  visited 
the  Academy  of  St,  Petersburg.  The  subject  necessarily 
combines  figures  with  landscape.  A  gipsy  kind  of  rabble, 
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with  cattle  and  belongings,  fly  in  precipitate  disorder 
before  a  fire  which  rages  through  thick  reeds  and 
grass.  Here  again  the  interest  is  greatly  increased 
by  the  novelty  of  the  subject-matter :  for  the  first 
time  Bulgarians  are  brought  within  a  picture-gallery ; 
Russian  artists  are  certainly  much  to  blame  when 
they  content  themselves  with  hackneyed  and  worn-out 
subjects. 

In  Russia  subjects  suited  to  landscape  art  are  widely 
scattered,  they  lie  far  apart.  While  in  England  half 
a  day's  journey  is  sure  to  bring  a  painter  to  his  sketch- 
ii^g-ground,  in  Russia,  on  the  contrary,  he  may  travel 
a  thousand  miles  without  the  temptation  to  take  out 
his  paint-box.  The  road  from  St.  Petersburg  to  Moscow, 
and  even  further  south,  is  dreary  and  monotonous  in  the 
extreme.  The  territory  looks  forsaken  and  uninhabitable, 
and  yet  when  I  remarked  to  a  Russian  traveller,  of  the 
rank  known  in  England  as  a  country  squire,  on  the 
scantiness  of  the  people,  I  received  for  reply  the  as- 
surance that  the  country  was  suffering  from  over-popu- 
lation. The  seeming  contradiction  might  have  been 
explained  by  Malthus ;  the  simple  fact  would  appear  to 
be  that  the  inhabitants  are  in  excess  of  the  means  of 
subsistence,  a  condition  compatible  with  the  most  scanty 
population  that  ever  held  a  desert  land.  The  traveller 
at  long  distances  encounters  wood-built  hamlets,  but  the 
houses  are  bare  and  barn-like  as  Norwegian  tenements. 
Nature,  too,  is  stunted,  starved,  and  stricken ;  the 
trees  struggle  between  life  and  death,  their  topmost 
branches  have  been  carried  away  by  the  storm,  and 
their  roots  are  denuded  by  biting  ice  ;  it  must  be  ad- 
mitted that  such  scenes  are  not  without  a  rugged  and 
stern  grandeur.  Forest  lands,  too,  which  sometimes 
stretch  from  the  foreground  to  the  horizon,  especially 
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when  left  to  their  own  wild  will,  move  the  imagination 
equally  with  the  boundless  and  restless  sea.  Then  at 
intervals  are  interspersed,  amid  arid  plains,  fertile  oases ; 
spots  favoured  by  nature  and  fostered  by  man.  Here 
the  colour,  especially  under  sunshine,  becomes  vivid, 
and  often  in  these  northern  latitudes  the  traveller  finds 
brilliant  banks  of  wild  flowers,  for  almost  before  the 
snow  has  melted  away  verdure  springs  into  life.  I  have 
sometimes  stopped  to  note  the  colours  which  nature 
blends  in  these  foreground  studies.  Usually  the  three 
primaries — yellow,  red,  and  blue — are  brought  into  strong 
juxtaposition  ;  indeed  the  artist  is  offered  more  colour 
than  he  knows  how  to  manage,  and  the  difficulty  of 
a  vivid  foreground,  out  of  keeping  with  the  dun  greys 
of  the  distance,  has  to  be  met  as  best  may  be.  The 
contrasts  are  in  these  regions  known  to  be  harsh.  And 
yet  the  most  desolate  and  uninviting  of  Russian  land- 
scapes gain  grandeur  and  beauty  under  hourly  changes 
of  atmosphere.  When  the  sky  glows  with  sunset,  as  the 
shades  of  evening  gather,  as  star  by  star  lights  a  candle 
in  the  sky,  and  the  moon  makes  darkness  visible,  poetry 
asserts  the  universal  spell  felt  in  all  lands,  though  perhaps 
least  in  Russia.  Painters  of  the  North  seek  to  steal 
a  charm  from  more  romantic  climes,  they  rightly  strive 
to  mitigate  the  austerities  of  long  winters  and  furtive 
summers.  And  yet,  though  Russian  painters  succeed 
in  casting  and  concentrating  a  transitory  gleam  and 
glow  on  their  transcripts  from  nature,  the  impression 
remains  that  they  dwell  in  a  land  of  lengthened  shadow 
and  far-stretching  snow,  that  they  see  the  shadow  side 
of  nature  stern  and  cold. 

Nevertheless  artists  of  ready  pencil,  such  as  the 
brothers  John  and  Peter  Sokoloff,  find  compensating 
interest  in  the   marked  character  and   the  picturesque 
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costume  of  peasant  life.  An  empire  cannot  be  un- 
inviting to  a  painter  which  offers  such  capital  subjects 
as  a  '  Horde  of  Bohemians  in  the  Caucasus,'  and  a 
'  Village  Wedding,'  also  in  the  Caucasus :  both  works 
rightly  obtained  good  position  in  the  great  Paris  Ex- 
hibition of  1867,  a  proof  that  Russian  artists  do  not 
suffer  in  international  competition.  I  have  elsewhere 
stated,  as  one  among  many  indications  that  art  has 
already  penetrated  far  and  wide  through  the  empire, 
that  John  Sokolofif  was  born  at  Astracan  on  the  Cas- 
pian, and  that  he  betook  himself  professionally  to  the 
remote  provincial  town  of  Sudscha,  in  the  Government 
of  Koursk.  This  is  a  territory  wherein  agriculture, 
ecclesiastical  miracles,  and  church  processions  flourish  in 
combination — a  concatenation  of  circumstances  I  have 
found  in  Russia,  as  in  Italy,  favourable  to  art.  Cer- 
tainly, as  I  can  testify,  in  Russia  incidents  are  not 
wanting  to  the  art  of  picture-making,  though  it  must 
be  admitted  that  the  trade  of  picture-selling  is  poor. 
In  my  transit  through  districts  south  of  Moscow  ma- 
terials for  the  portfolio  thickened.  I  remember,  for 
instance,  in  the  course  of  the  journey,  which  I  made 
in  an  open  springless  cart,  called  the  Imperial  Post, 
that  I  came  on  a  company  of  sportsmen  clad  in  skins 
and  armed  to  the  teeth.  Before  them  hung  on  a  pole, 
as  a  trophy  of  the  chase,  a  wolf  which  had  ravaged 
the  neighbouring  hamlet..  Nothing  was  needed  to 
complete  the  picture  ;  the  landscape  glowed  with  golden 
corn,  in  the  distant  horizon  was  seen  a  village  with 
encircling  trees,  and  the  foreground,  as  I  have  said,  was 
held  by  sportsmen  with  their  booty. 

The  pictorial  resources  of  Russia  will  never  be  known 
till  a  John  Lewis  or  a  David  Roberts,  either  in  the 
person  of  a  native  or  a  stranger,  shall  pitch  his  sketching- 
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tent  under  the  shadow  of  the  KremHn  or  before  one 
of  the  fortress-monasteries,  such  as  Troitza  and  Kief. 
Seville  and  Grenada  are  scarcely  more  lovely  in  situa- 
tion, more  imposing  in  architectural  grouping,  more 
tempting  to  the  sketcher  in  rich  and  varied  accessories 
of  figures,  than  are  these  sacred  spots  of  pilgrimage. 
I  have  looked  down  upon  Cairo  from  the  citadel,  I  have 
seen  Damascus  from  the  hills,  and  Jerusalem  from  the 
Mount  of  Olives,  and  yet  I  have  never  seen  a  picture 
more  lovely  than  the  Kremlin  with  its  golden  domes 
and  dark  bulwark  towers  at  sunset.  But  though  neither 
Balbec  nor  Palmyra  have  been  too  distant  or  difficult 
of  access  for  David  Roberts,  Carl  Haag,  and  other  skilled 
and  enterprising  painters,  Moscow,  Troitza,  and  Kief  lie 
as  yet  beyond  the  frontier  of  European  art.  In  no 
gallery  of  the  West  do  I  remember  to  have  seen  any  first- 
class  pictures  from  these  cities  and  shrines — as  sacred 
to  the  Russian  Church  as  St.  Peter's  and  the  Vatican, 
or  as  the  convent  at  Assisi,  are  to  the  Latin  Church. 
The  reason  is  easily  stated.  If  Russia  possessed  even 
one  draughtsman  graphic  as  our  English  Prout,  who 
put  upon  paper  with  telling  effect  the  crumbling  stone- 
work of  our  old  cathedrals,  or  a  single  painter  in  oils  as 
brilliant  and  realistic  as  the  Belgian  Bossuet,  who,  over 
a  period  of  fifteen  or  twenty  years,  has  made  the  sunny 
and  red  brick  walls  of  Cordova  glisten  in  the  picture- 
galleries  of  Paris,  Brussels,  and  London,  we  should  not 
now  have  to  argue  the  question  whether  there  be  in 
Russia  a  sphere  for  the  painter  who  delights  in  the 
architecture'  of  ancient  cities.  But  hitherto  Muscovite 
artists  have  not  been  fortunate  enough  to  command  a 
foreign  market ;  and  probably  the  day  is  still  far  distant 
when  Russia  shall  be  able,  like  France,  Belgium,  Ger- 
many, and  Italy,  to  open  with  England  an  export  trade 
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in  pictures.     The  price  doubtless  would  be  low,  even 
though  the  quality  were  sufficiently  high. 

Another  reason  why  the  resources  of  Russia  remain 
undeveloped  is,  that  no  one  part  of  the  empire  has  been 
included  within  what  may  be  termed  the  sketching- 
ground  of  Europe.  Sir  Charles  Eastlake,  in  his  young 
days,  painted  landscapes  in  Greece,  and  numberless 
painters  have  since  brought  home  portfolios  well  stored 
with  studies  from  the  East ;  but,  with  the  exception  of 
my  namesake,  Mr.  Atkinson,  the  Siberian  traveller, 
scarcely  a  single  landscape  painter  has  ventured  across 
the  Russian  frontier.  Nor  can  this  timidity  be  cause 
for  wonder.  Food,  climate,  language,  difficulties  of 
transit,  not  to  speak  of  the  chicanery  of  the  people,  are 
sufficient  to  deter  from  the  rash  enterprise.  In  Moscow 
I  said  to  the  landlord,  '  I  understand  you  give  to  your 
guests  Russian  dishes.'  '  Do  you  deem  me  mad,'  was 
the  reply  ;  '  every  traveller  would  be  in  the  hands  of 
the  doctor  at  once.'  This  I  could  well  believe  from 
my  experience  at  the  Russian  restaurant  attached  to 
the  Paris  International  Exhibition.  Artists  to  their 
cost  will  find  the  living  in  out-of-the-way  places  in 
Russia  a  wholly  different  sort  of  thing  from  the  homely 
but  wholesome  fare  at  Bettwys  and  other  sketching- 
stations  in  Wales.  I  met,  however,  in  St.  Petersburg 
with  one  English  painter  who  had  braved  the  dangers. 
Climate,  again,  is  in  itself  sufficient  to  close  the  greater 
part  of  Russia  to  the  itinerant  sketcher.  For  example, 
I  found  the  heat  of  the  sun  at  Moscow  in  August  suf- 
ficiently overpowering  to  make  sun-strokes  imminent  ; 
and  I  learnt  that  during  the  previous  winter  the  cold 
had  been  so  far  intolerable  that  two  passengers  were 
found  frozen  to  death  in  their  seats  on  the  arrival  of 
the   train   from  St.  Petersburg.      My  informant   added, 
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that  one  evening,  when  on  foot,  he  feared  that  the  cold 
would  have  paralysed  his  walking  powers  before  he 
could  reach  home,  in  which  case  he  must  simply  have 
laid  himself  down  to  die.  Moscow,  then,  excepting  for 
some  few  favoured  days  or  weeks,  is  the  last  place  in 
the  world  for  outdoor  sketching.  St.  Petersburg  and 
intermediate  places  are,  of  course,  no  better.  I  need 
scarcely  dwell  on  the  difficulty  of  language.  Those 
who  have  travelled  or  sketched  in  Egypt,  Palestine,  or 
Turkey,  will  know  that  a  dragoman  or  some  personal 
attendant  is  an  indispensable  companion  and  protection. 
In  short,  Russia  cannot  be  taken  possession  of  by  the 
landscape  painter  without  a  complete  equipment  as  for 
a  serious  campaign.  I  have  spoken  of  the  chicanery  of 
the  people,  but  I  should  in  justice  add  that,  though  they 
pick  a  pocket  with  one  hand,  they  do  not  plunge  a 
dagger  into  the  breast  with  the  other.  If  Russian 
peasants  are  ignorant,  indolent,  and  dishonest,  they  are 
at  any  rate  innocuous  and  even  kindly.  Without  fear, 
without  protection,  without  the  companionship  of  even 
a  pistol,  I  traversed  two  hundred  miles  of  territory  in 
an  open  cart.  A  painter,  I  believe,  might  safely  trust 
himself  for  days  or  years  in  remotest  districts  of  Russia, 
though  he  would  not  dare  to  make  a  sketch  beyond 
gunshot  of  Athens. 

Southern  Russia  comes  as  a  surprise  upon  the  traveller 
who  has  pronounced  the  land  barren.  The  stranger, 
who  had  previously  declared  the  empire  uncultivated 
and  poverty-stricken,  suddenly  opens  upon  districts 
which  are  as  mines  of  wealth.  Vast  territories,  which 
had  presented  geological  strata  thin  and  sandy,  with  a 
people  equally  meagre  and  starved,  are  exchanged  for 
fertile  tracts  heaving  with  golden  corn.  And  naturally 
the  population  grows  numerically  in  proportion  to  the 
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increased  fertility  of  the  soil ;  the  fields,  or  rather  the 
open  tracts  and  undulating  steppes,  are  busy  with 
labourers.  Windmills,  cottages,  and  villages  enliven  the 
landscape.  In  the  south  the  peasants  gain  also  in 
picturesqueness  ;  even  when  the  costumes  are  colourless, 
raggedness  and  ruggedness  seldom  fail  of  pictorial 
character.  Occasionally,  too,  is  thrust  in,  when  least 
expected,  an  affluence  yet  subdued  splendour  of  colour 
which  tell  that  the  traveller  approaches  oriental  fron- 
tiers. In  fact  Russia,  which  on  her  northern  borders 
may  have  been  pronounced  unpictorial,  here  on  the 
confines  of  the  Black  Sea  assumes  art  aspects  which 
recall  my  experiences  in  Italy  and  Greece.  It  was 
harvest-time  when  I  left  the  railway  which  leads  on  to 
Odessa,  and  then  took  to  posting  by  stages  two  hundred 
miles  westward  to  Chernowitz.  An  artist  armed  with 
sketching- pad,  pencil,  and  colour-box,  might  have 
stocked  a  folio.  The  rising  and  the  setting  sun  clothed 
by  turns  the  landscape  in  gold,  purple,  and  grey,  and 
on  the  far  track  of  country,  undulating  as  a  tumbling 
sea  from  foreground  to  sky,  were  marked  as  on  a  sun- 
dial the  hours  between  waking  and  sleeping.  No  hedge, 
no  barrier  was  there  ;  the  eye  in  fact  stretched  onward 
without  break  to  the  far-off  horizon,  as  in  a  primeval 
zone  where  earth  and  air  are  original  elements,  and  the 
land  has  not  been  yet  apportioned  among  the  children 
of  men.  Were  it  not  for  furtive  culture  and  the  occa- 
sional intrusion  of  human  dwellings,  the  wide  plains  in 
Central  Russia  would  seem,  as  the  broad  wastes  over 
which  I  have  ridden  in  Turkey,  to  belong  to  nobody. 
In  the  South,  as  I  have  said,  barrenness  is  exchanged 
for  fertility.  I  was  there  furnished  with  a  passport  from 
the  imperial  government,  which  entitled  me  to  travel  at 
a  cheap  rate  in  a  cart,  at  the  speed  of  ten  miles  an  hour, 
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dashing-,  as  the  case  might  be,  through  forests,  over 
mossy  hillocks,  road  ruts,  and  stones.  The  forests  are 
not  as  paintable  as  Fontainebleau,  but  apparently  as 
extensive.  Presently,  after  traversing  across  some 
miles  of  solitude,  the  eye  distinguishes  in  the  distance 
a  desolate  cluster  of  dwellings,  it  may  be  a  village  or 
only  a  farrn.  At  some  risk  to  the  wheels  of  the  rickety 
vehicle,  as  well  as  to  the  bones  of  the  stranger,  the 
horses  tear  onwards  at  rattling  speed  to  the  post  where 
they  will  be  unharnessed  from  their  load.  The  change 
at  these  stations  is  not  always  made  speedily,  for  some- 
times the  steeds  have  to  be  caught  in  the  open  field ; 
but  usually  by  the  time  the  official  documents  are 
examined,  the  formal  entries  made,  and  a  little  refresh- 
ment taken,  the  postboy  is  mounted,  with  reins  and 
whip  in  hand,  ready  to  start  on  the  coming  stage  at  a 
furious  pace.  Thus  days  pass,  and  with  them  picture 
after  picture  is  presented  in  swift  succession. 

The  painter,  too,  who  can  throw  figures  into  his  land- 
scape need  never  lack  a  subject.  Want  of  colour  cannot 
be  felt,  at  any  rate  in  harvest-time.  The  hourly  track 
of  the  traveller  lies,  as  In  Spain,  between  cornfields  which, 
for  colour  and  continuity,  I  have  never  seen  equalled 
save  along  the  bridle-road  which  leads  the  whole  day 
long  across  Syrian  cornfields  to  the  town  of  Bethany. 
The  ingathering  of  the  harvest  too,  with  teams  and 
rude  agricultural  appliances,  and  labourers  decked  as 
for  artists'  studios,  make  pictures  ready  for  the  pencil. 
The  figures  are  indeed  posed  as  for  pictorial  composi- 
tion :  peasants  who  live  and  labour  in  these  southern 
latitudes  are  ever  art  objects.  The  sun  burns  the  skin 
into  hues  of  gold  and  copper,  as  in  the  heads  of  the 
shepherds  who  went  in  quest  of  the  Manger  at  Beth- 
lehem.    And    when  these  figures  pass  from  labour  to 
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devotion  they    make   themselves   worthy  of   Zurbaran. 
No  Franciscan  monk  by  Spanish  painter,  no  Mahomedan 
at  prayer  in  the  desert,  could  be  more  impressive  than 
these  Russian   peasants  when  kneeling  at  their  sacred 
shrines.      Even   beggars    are   venerable,  and   especially 
devotional  ;  clothed  in  rags  and  wearing  beards  worthy 
of  apostles,  they  group  admirably  with  the  surrounding 
landscape  or  the  architectural  background.     Such  sub- 
jects, if  any  painter  cared  to  search  them  out,  would  at 
any  rate  be  commended  for  novelty.     Even  Wallachian 
peasants  have  begun   to  make  themselves  at  home  in 
picture-galleries  ;  but  Russian  peasants  in  a  cornfield  or 
within  a  church,  although  equally  paintable,  remain  yet 
to  be  pourtrayed. 

In  fine,  much  remains  in  Russia  to  be  painted.     The 
borders  of  the  Black  Sea  and  the  mighty  rivers  which 
drain  the  watershed  of  Central  Russia  have  scarcely  yet 
been   explored   by  the  artist.     There  are  wild  districts 
of  field  and  forest  bordering  on  Turkey  to  which  I  have 
known  Englishmen  go  all  the  way  from  London  for  the 
sake   of   sport ;    guns,   ammunition,   potted-meats,   and 
other  provisions  and  appliances,  have  been  carried  many 
hundred  miles  to  kill  the  wild  boar ;    but  no  sketching 
books,  canvases,  pencils,  or  colours  have  been  brought 
to  bear  on  these,  as  yet,  unpainted  landscapes.     I  have 
known,    in   Moscow,   Englishmen  intent    on  commerce 
pushing  their  way  to  the  Caspian  Sea  ;   but  as  yet  the 
whole  of  the  vast  regions  held  by  Russia  in  Asia  are 
almost  beyond  the  pale  of' the  artist.     Again,  the  Ural 
Mountains    have    yielded    rich    treasures   of    gold   and 
precious    stones ;    but  I  do   not    recall  a  single   picture 
they   have    furnished    to   public   museums   or   imperial 
palaces.     A   painter   with  such  spirit   of  adventure   as 
animated    the   late   Mr.  Catlin   when  sketching  in  the 
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far  West  inhabited  by  American  Indians,  would  have 
much  to  reveal  of  the  unexplored  lands  of  Eastern 
Europe.  But  the  pfoneer  must  arm  himself  as  if  he 
were  a  soldier  entering  on  arduous  work.  He  might 
need  a  hatchet  to  cut  his  path  through  the  forest,  or 
want  a  compass  for  a  guide  across  tracts  on  which  the 
sun  rises  and  sets  as  on  the  wide  swell  of  the  Atlantic. 
That  there  is  an  art  of  the  future  which,  following  the 
footsteps  of  commerce,  shall  open  up  whatever  is  most 
beautiful,  grand,  or  strange  in  the  Russian  Empire  can- 
not be  doubted.  Humboldt  foretold  the  time  when  the 
forests,  the  rivers,  and  the  mountains  of  South  America 
shall  be  taken  possession  of  by  the  landscape  painter. 
In  like  manner,  in  Eastern  Europe,  the  pictorial  arts  are 
destined  to  extend  our  knowledge  of  physical  geography 
and  to  deepen  our  reverence  for  the  wonders  of  creation. 


CHAPTER    XIII. 

MOSCOW. 

It  is  difficult  to  imagine  a  stronger  contrast  than  that 
which  is  presented  by  the  two   chief  cities   of  Russia. 
St.  Petersburg  is  modern,  Moscow  is  ancient ;  St.  Peters- 
burg rises  out  of  a  flat  morass,  she  is  moored  as  a  raft 
on  shallow  waters  ;  Moscow,  on  the  contrary,  is  planted 
among  undulating  hills,  her  heights  are  crowned  with 
the   cupolas  of  churches  and   the  towers  of  fortresses. 
Once  again,  St.  Petersburg  is  planned  almost  with  mili- 
tary precision ;   streets,  straight  as  a  right  line,  radiate 
from  a  common  centre,  squares  laid  out  with  symmetry 
are  surrounded  by  stately  edifices  ;  everywhere  the  pomp 
of  empire  asserts  itself  over  the  poverty  and  parsimony 
of  nature.     The  ancient   city   of  Moscow,  in   contrast, 
rejoices  in  the  ever-varying  charm  of  irregularity;  the 
streets  are  neither  straight  nor  level,  the  public  places, 
though   spacious,  are  without  state  or  symmetry;  the 
finest  architectural  combinations  often   present   pictur- 
esque discordances— old  Orientalism  is  mixed  up  with 
new  Europeanism.     The  plan  and  general  aspect  of  the 
city  retain  signs  of  Asiatic ,  parentage ;  the  walls  show 
the   irregularity  of  Syrian   towns,  which,  lying   on  the 
confines  of  desert  tracts,  are  defended  by  rude  fortifica- 
tions   against    marauders;    the  houses,  too,   instead   of 
being  ranged   in  long  streets,  are  often  detached   and 
surrounded   by   a   court   or   a   garden,  the   streets   are 
labyrinthine  as  the  ways  in  Constantinople  and  Damas- 
cus; the  presence,  too,  of  countless  cupolas  all  the  more 
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enhances  the  Oriental  character  of  the  city  panorama. 
The  stranger  in  Moscow  is  subject  to  pleasant  surprises. 
There  are  many  towns  which,  lying  on  the  flat,  with 
narrow  streets  and  high  houses,  seem  to  imprison  the 
traveller ;  neither  eye  nor  mind  can  find  outlook  or  exit. 
But  here,  in  a  city  which  undulates  between  gentle 
heights  and  valleys,  the  traveller  is  relieved  by  constant 
change ;  at  one  moment  he  is  down  in  shadow,  the  next 
he  mounts  into  sunshine ;  in  one  district  he  finds  him- 
self cribbed,  cabined,  and  confined,  in  another  he  is  able 
to  breathe  freely  among  trees  and  gardens,  or  to  com- 
mand from  ramparts  a  view  of  the  vast  city,  with  its 
multitude  of  roofs,  chimneys,  cupolas — the  Kremlin  as 
an  acropolis  towering  above  all.  Each  great  capital  of 
the  world  has  its  distinctive  characteristics,  and  Moscow 
in  her  own  way  is  without  a  rival. 

And  yet  I  confess  that  Moscow  disappointed  me.  In 
former  days  I  had  passed  six  weeks  in  Cairo,  a  month 
in  Jerusalem,  a  fortnight  in  Damascus,  and  five  weeks 
in  Constantinople.  My  eye  therefore  had  become  pretty 
familiar  with  the  architecture  and  the  general  aspect  of 
Eastern  cities,  and  I  own  that  on  entering  Moscow, 
the  most  '  Oriental  of  European  cities,'  the  comparisons 
I  made  were  little  to  its  advantage.  The  greater  parC 
of  the  town  is  too  modern  for  the  interests  of  art  or  of 
archaeology.  Prior  to  the  year  181 2  Moscow  had  been 
better  worth  a  visit,  but  the  fires  of  the  French  invasion, 
which  raged  for  more  than  a  week,  reduced  to  a  heap  of 
smoking  ruins  the  palaces  and  churches  which  Napoleon 
had  from  the  heights  looked  down  upon  with  wonder 
and  with  envy.  It  is  true  that  much  escaped,  and  it 
is  equally  certain  that  many  streets  and  structures  were 
speedily  restored  as  near  as  might  be  to  their  original 
condition.     But  a  confusion  of  styles  and  of  dates  ensued 
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which  is  more  curious  than  strictly  artistic.  Indeed, 
owing  to  the  prevaiHng  custom  of  covering  walls  with 
stucco,  and  then  with  the  further  disguise  of  colour  or 
whitewash,  the  test  of  antiquity  for  the  majority  of 
travellers  becomes  little  more  than  surface  dirt  and 
decay.  Modern  work  of  the  trowel  and  of  the  brush 
intrudes  on  ancient  structures.  Thus  the  Church  of 
St.  Basil,  in  the  great  square  beneath  the  Kremlin,  a 
building  which  embodies  some  of  the  most  ancient 
masonry  in  the  city,  is  accustomed  to  have  its  bizarre 
cupolas  repainted,  in  the  crudest  of  reds,  yellows,  and 
blues,  every  three  or  four  years.  Moreover,  since  the 
great  fire,  now  sixty  years  ago,  the  natural  elements 
of  destruction  'have  not  been  in  abeyance  ;  yearly  re- 
curring frosts  render  wholesale  renovations  the  serious 
business  of  every  spring.  And  what  makes  the  medley 
of  styles  and  the  confusion  of  dates  all  the  more  per- 
plexing, is  that  the  Russian  artisan  has  always  been 
so  perfect  an  imitator  that,  if  he  re-touch  a  wall-paint- 
ing or  restore  a  moulding,  it  is  hard  after  the  lapse  of 
a  twelvemonth  to  tell  where  the  old  work  ends  and 
the  new  work  begins.  The  impression  left  on  my 
mind  was  that  of  universal  rottenness,  falsity  in  in- 
ternal construction,  and  illusion  in  external  material. 
Yet  if  the  student  will  consent  to  unburden  himself, 
of  art  principles  and  rest  content,  in  a  good-humoured 
way,  to  gain  amusement  out  of  picturesque  incongruities, 
he  may  find  in  the  streets  of  Moscow  incitement  for 
many  a  day.  The  architect,  however,  will  not  meet 
with  much  to  record  in  his  note-book.  The  fact  is 
Oriental  conceptions  and  details  can  be  gathered  else- 
where in  purer  form.  And  as  for  local  or  Russian 
styles,  if  they  exist  at  all,  they  are  little  more  than 
corrupt   derivatives   from    generic   roots   planted   afore- 
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time  in  neighbouring  nations.  But,  in  speaking  thus 
plainly,  again  I  must  pay  tribute  to  the  imposing 
pictorial  effects  which  the  city  panorama  presents, 
especially  when  the  towers  and  cupolas  of  the  Krem- 
lin strike  against  the  evening  sky. 

Moscow,  as  already  said,  is  picturesque  rather  than 
expressly   artistic.      The   domestic    architecture   adopts 
the    common   vernacular   of   modern    Europe :    square- 
headed  doors  and  windows  pierce  walls  without  mould- 
ings or  other  ornamental  relief.     In  vain  the  eye  looks 
along  the   streets  for  points  of  detail   and   decoration 
such   as   are   never  wanting  to  the  street   architecture 
of  the  smallest  Italian  town.     Few  indeed  are  the  signs 
that  the  people  have  a  delight  in  beauty,  or  a  desire 
to  bring  the  arts  into  their  daily  life  ;   a  black  Byzan- 
tine picture,  or  a  brightly  coloured  print,  seems  suffi- 
ciently to  satisfy  their  cravings  for  the  beautiful.     The 
churches    in    Moscow— said   to   exceed    in   number,   as 
the  churches  in  Rome,  the  days  of  the  year — have  for 
the  most  part  little  more  pretence  to  art  than  the  private 
dwellings.      Indeed    it   may   be   almost   said    that   the 
many  purposes  to  which  lath,  plaster,   and  whitewash 
are    put,    supersede    the    necessity    of    any   art   which 
may  not  be   easily  got  by  a   saw  or  a  hammer,  by  a 
nail   or   a   brush.      Russia   is   a   nation   of   makeshifts, 
of  piecings    and    patchings;    the  late   Richard  Cobden 
was  wrong  politically  when  he  said   that  the  Russian 
nation  could  be  crumpled  up  as  a  piece  of  paper  in 
a  hand,  but  he  would  have  been  right  in  point  of  art 
had  he  thus  designated  and  denounced  the  private  and 
public  structures  in  her  chief  cities. 

Here  in  Moscow  the  contrasts  and  anomalies  are 
more  striking  than  even  in  Constantinople,  inasmuch 
as  in  a  really  Eastern  city  all  is  more  of  one  pattern. 
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In  Moscow,  porticoes  rising  in  all  the  pomp  of  Corin- 
thian pillars  adjoin  the  meanest  wooden  huts,  and 
colossal  public  institutions  are  next  door  to  the  smallest 
shops.  Yet,  fortunately  for  pictorial  purposes,  such  in- 
congruities are  not  incompatible  with  the  element  of 
the  picturesque.  Prout  would  have  delighted  in  the 
negligence  and  irregularity  of  these  tortuous  streets, 
yet  all  so  much  alike  that  the  traveller  loses  himself 
several  times  in  the  course  of  a  morning.  One  method 
which  I  had  tried  twenty  years  before,  when  wandering 
in  Constantinople,  proved  here  efficient.  I  placed  a 
pocket-compass  on  a  map  of  the  city,  and  holding 
both  map  and  compass  in  hand  was  able  to  steer  my 
course  with  tolerable  precision.  And  in  my  perplexed 
track  I  had  the  pleasure  of  coming  suddenly  on  sur- 
prises ;  thus  an  apparently  blind  alley  would  unex- 
pectedly open  on  a  broad  square ;  or,  after  threading 
my  way  without  landmark,  a  tower  of  the  Kremlin, 
high  in  the  sky,  would  pronounce  my  whereabouts. 
There  are  also  other  boundary  lines  which  may  be 
useful  in  the  navigation  of  a  city  whose  circumvalla- 
tion  is  said  to  exceed  twenty  English  miles.  The 
Kremlin,  seated  about  the  centre,  declares  itself  un- 
mistakeably  from  whichever  side  it  may  be  approached  ; 
then  there  is  a  river  spanned  by  bridges  which  serves, 
as  it  were,  as  a  base  for  operations ;  furthermore,  there 
exists  an  inner  and  an  outer  circle,  consisting  of  wide 
roads,  like  boulevards  planted  with  lines  of  trees  on  the 
sites  of  ancient  moats  or  fortifications.  I  can  scarcely 
describe  the  pleasurable  sensations  with  which,  day  after 
day,  I  explored  on  foot,  without  a  guide,  the  wonders  of 
this  strange  city.  My  rule  in  travelling  is  never  to  take 
a  carriage  when  I  can  go  on  foot,  and  on  this  principle  I 
once  walked  from  Rome  to  Florence.     In  an  Empire  so 
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vast  as  that  of  Russia  pedestrianism  is  almost  imprac- 
ticable, though  the  story  has  recently  been  told,  that 
when  a  certain  attache  was  transferred,  without  any  al- 
lowance for  travelling  expenses,  from  Paris  to  St.  Peters- 
burg, he  chose  to  walk  the  whole  distance  between  the 
two  capitals.  That  such  pedestrian  feats  are  in  these 
regions  absurdities,  seems  to  be  signified  by  the  fact 
that  the  said  attache  on  reaching  St.  Petersburg  found 
his  dismissal  awaiting  him.  But  when  once  a  traveller 
has  reached,  by  rail  or  otherwise,  in  the  most  rapid 
way  possible,  some  chief  centre  of  operations,  then  he 
will  do  well,  according  to  his  strength,  to  trust  to  his 
legs.  My  experience  in  St.  Petersburg  and  Moscow  is, 
that  whatever  I  saw  from  a  carriage  in  rapid  motion  was 
forgotten,  while  all  that  could  be  deliberately  examined 
on  foot  was  fixed  in  the  memory,  with  all  the  attendant 
circumstances  of  climate,  people,  and  costume.  Moscow 
thus,  day  by  day,  grew  on  my  mind  as  a  living  reality. 

Moscow  is  the  best  coloured  city  I  know — the  finest 
of  all  cities  when  seen  in  distant  perspective,  with  her 
thousand  and  one  golden  domes  glittering  in  the  sun 
against  the  sky.  Cairo  viewed  from  the  citadel,  and 
Constantinople  from  the  tower  of  Galata,  are  compara- 
tively grey  and  colourless.  Moscow  when  illumined 
under  sunset  shines  with  Oriental  splendour;  the  eye 
is  dazzled  as  by  a  brilliant  stage  scene,  more  like 
enchantment  than  reality.  Not  that  the  colour  is  re- 
fined or  in  strict  harmony ;  often,  indeed,  all  that  can 
be  said  is  that  the  painter  has  used  his  paint-pot 
generously,  that  yellow  ochres,  reds,  blues,  and  gold 
are  laid  on  thickly.  But  anything  that  may  be  want- 
ing on  the  part  of  the  artist  is  supplied  by  the  hand 
of  nature;  time  brings  the  harshest  of  pigments  into 
tone;   atmosphere   casts   a  delicate  veil   over  the  per- 
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spective  vision  ;  distance,  in  short,  lends  enchantment. 
It  often  happens  in  semi-barbaric  structures  that  what 
the  artist  intended  may  be  commonplace  and  coarse, 
but  that  what  he  did  not  intend,  that  is,  unforeseen 
accidents,  or  combinations  which  fall  out  by  the  happy 
chance  of  circumstance,  proves  most  effective.  Such  are 
the  panoramas  which  arrest  the  traveller's  steps  as  the 
eye  sweeps  over  the  housetops,  chimneys,  towers,  trees, 
gilded  and  many-coloured  domes  which  stretch  from 
foreground  to  horizon.  There  are  cities  which  the 
stranger  should  never  enter,  there  are  buildings  which 
the  critic  can  scarcely  dare  to  approach.  But  magni- 
tude and  multitude  move  the  imagination.  One  minaret 
may  be  mean,  one  dome  insignificant,  but  the  moment 
the  unit  becomes  a  thousand,  and  as  soon  as  space  suffi- 
ciently expands  for  atm.osphere  to  suggest  magnitude 
or  mystery,  then  literal  facts  give  place  to  phantoms, 
and  poems  and  pictures  are  wrought  out  of  even  com- 
monest materials. 

Yet  these  many-coloured  domes,  though  they  float 
as  a  thing  of  beauty  between  earth  and  sky,  are  rather 
bulbous  in  character ;  indeed,  sometimes  they  thrust 
themselves  upwards  and  outwards  as  excrescences.  The 
construction,  too,  is  rather  gimcrack  ;  in  the  Kremlin  I 
examined  several  cupolas  under  repair ;  when  the  outer 
covering  of  thin  metal  is  removed,  ribs,  as  of  an  umbrella 
or  of  a  lady's  crinoline,  are  laid  bare.  A  make-up  thus 
flimsy  and  slight  admits  of  more  easy  adaptation  than 
bricks  and  mortar  to  the  many  varied  forms  which 
fancy  may  suggest.  The  curves  and  outlines  assumed 
are  sometimes  graceful,  often  fantastic ;  in  some  direc- 
tions the  eye  seems  to  look  on  a  number  of  giant 
gourds,  in  others  a  group  of  Turks'  turbans  may  be 
suggested,  while  the  smaller  domes   may  be   mistaken 
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for  pepper-boxes,  decanters,  or  castors  familiar  on 
dinner-tables.  In  short  the  variety  of  forms  already 
in  existence  is  all  but  infinite,  and  others  might  readily 
be  invented.  Specially  graceful  is  a  common  type,  not 
larger  in  diameter  than  a  minaret,  bearing  a  golden 
dome  as  its  crown.  One  pretty  effect  I  observed  within 
the  Kremlin.  The  newly-wrought  cupolas  of  highly 
burnished  surface  serve  as  Claude  Lorraine  mirrors 
to  reflect  the  moving  clouds,  the  passing  crowds,  the 
trees  and  encircling  landscape.  It  may  easily  be 
imagined  how  gay  and  glittering  a  city  looks  thus 
set  with  jewels  and  shining  with  patens  of  bright 
gold.  The  colours,  too,  are  scarcely  less  varied  than 
the  forms  :  besides  gold,  there  is  silver,  often  blue,  and 
green  and  red  ;  sometimes  also  a  green  ground  is  set 
with  gold  stars :  inscriptions  in  letters  of  gold  may 
likewise  be  seen  as  friezes  around  towers.  So  much, 
indeed,  is  Moscow  a  city  of  colours,  that  the  walls 
even  of  ordinary  dwellings  are  illumined  brightly  with 
red  and  yellow,  and  the  roofs  are  green.  The  climax 
is  of  course  reached  by  the  Kremlin,  which  dominates 
over  the  city  lying  beneath  as  a  church,  a  palace,  and 
a  citadel. 

This  stronghold,  the  acropolis  of  Moscow,  is  flanked 
by  massive  and  picturesque  towers,  surmounted  by 
rough  steep  roofs,  marked  and  coloured  like  the  scales 
of  serpents ;  also  over  gateways  and  at  angles  are 
many  other  towers,  which  group  with  domes  and 
pointed  pinnacles  and  golden  crosses  into  ever-vary- 
ing panoramas  as  the  spectator  makes  the  circuit  of 
the  walls,  or  as  the  sun,  travelling  from  east  to  west, 
alternates  light  and  shade ;  the  scale  is  sufficiently 
extended  to  gain  changeful  play  of  atmospheric  effec 
One   of  the    towers,   that   of   the   '  Spaski '    gate,   was 
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erected  by  an  Englishman,  Christopher  Galloway, 
in  1626.  The  'Troitski'  tower  was  also  built  by 
him.  While  the  basements  are  heavy  and  gloomy, 
after  the  Oriental  fashion,  the  upper  stones,  or  sky  out- 
lines in  infinite  fantasy,  play  with  cloudland  and  seem 
so  to  hold  themselves  aloof  from  earth  as  to  become 
creatures  of  the  elements.  The  Kremlin  should  be 
seen  by  sunset,  twilight,  and  moonlight — no  building 
has  such  varied  moods. 

Within  the  walls  of  the  Kremlin  the  student  will  find 
work  for  many  days.  I  shall  not  stop  to  speak  of  the 
big  bell,  or  of  the  cannon  taken  from  the  French ; 
neither  will  it  be  needful  to  describe  the  immense 
factory-like  fa9ade  of  the  imperial  palace  which  Moscow 
owes  to  the  genius  of  Alexander  Brulloff,  brother  to  the 
painter  of  the  same  name.  But  this  palace  has  a  mag- 
nificent interior,  which  makes  some  amends  for  the 
poverty  of  the  outside.  I  had  long  come  to  the  con- 
clusion that  all  modern  palaces  are  pretty  much  alike, 
yet  some  exception  may  be  made  in  St.  Petersburg  and 
Moscow  on  the  ground,  not  so  much  of  better  art  as 
of  unaccustomed  opulence  and  splendour.  Here  in  the 
vestibule  the  stranger  is  met  by  the  monoliths  of  marble 
which  ever  attend  on  Muscovite  emperors.  A  handsome 
granite  staircase  leads  to  the  state  apartments.  Vases 
and  candelabra,  pilasters  of  verd-antique,  mantlepieces 
of  jasper,  and  an  abundance  of  pictures,  make  up  that 
insensate  grandeur  which  delights  Russian  sovereigns 
and  their  subjects.  All  that  is  modern  is  inferior  to 
Parisian  fashion  and  display ;  but  when  the  traveller 
turns  to  the  palace  wing — occupied  by  '  the  treasury,'  he 
finds  himself,  not  among  imported  taste  or  upholstery, 
but  in  the  company  of  Russian  Tsars  and  neighbouring 
potentates,  to  whom  the  ancient  arts  of  the  East  and 
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of  the  West  were  tributes  of  peace  or  trophies  of  war. 
Russia,  by  her  geographical  position  and  commercial 
relations,  has  had  for  many  centuries  rarest  opportunities 
of  amassing  art  treasures,  which  here  remain  as  heir- 
looms in  the  reigning  family.  The  collection,  though 
from  time  to  time  plundered  and  impoverished,  is  still 
a  visible  token  of  the  historic  times  when  princes  came 
from  far  to  offer  tribute  of  works  most  precious,  and 
when  the  pomp  of  courts  was  swelled  by  array  of  gold, 
precious  stones,  and  gorgeous  apparel. 

It  is  impossible  for  me  to  describe  within  reason- 
able limits,  even  did  my  knowledge  suffice,  the  wealth 
of  this  treasure-house.  But  I  must  not  forget  the  room 
occupied  by  the  royal  insignia — crowns  of  diamonds  and 
gold  filigree ;  specially  the  gold  and  jewelled  '  Bonnet 
d'Astrakhan,'  and  *le  Bonnet  de  Kasan,'  the  imperial 
globe  surmounted  by  a  cross  sent  from  Byzantium  to 
Vladimer  Monomach.  This  last  magnificent  work  is 
enriched  by  58  diamonds,  89  rubies,  23  sapphires,  50 
emeralds,  mounted  on  enamelled  gold.  Then  follow 
crosses,  chains,  gold  and  ivory  thrones.  Some  of  these 
objects  might  appear  at  first  sight  much  older  than 
they  are,  because  in  decorative  art,  as  in  picture  paint- 
ing, the  Byzantine  types  have  been  continued  into 
modern  times.  One  of  the  ivory  thrones  was  brought 
from  Greece  in  the  fifteenth  century,  and  as  the  subjects 
carved  thereon  relate  to  Orpheus  an  early  date  is  talked 
of.  But  some  of  the  plaques,  at  any  rate,  are  admitted 
to  be  late  interpolations.  Nothing  I  repeat  is  so  dubious 
as  the  date  of  treasures  found  in  Russia,  and  equally 
doubtful  is  the  locality  whence  this  work  first  came. 
The  Russians,  however,  claim  a  distinctive  part  and 
function  in  the  arts  of  Byzantium ;  they  say  that  the 
Russian  pencil  and  graver  may  be  easily  distinguished ; 
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it  is  stated,  moreover,  that  in  the  sacred  manufactory 
on  Mount  Athos  there  have  been  Russians  who  occupied 
all  their  time  in  carving  and  painting  images,  and  that 
their  work  is  impressed  with  their  nationality.  Russian 
antiquarians  lay  claim  to  distinctive  characteristics  in 
works  bearing  the  general  Byzantine  type  produced  in 
Taurica  Chersonesus,  now  known  as  the  Crimea.  My 
time  was  too  limited  to  form  any  very  definite  conclusion 
on  this  difficult  turning-point  in  Russian  archaeology. 

Moscow,  still  the  place  of  coronation,  naturally  pre- 
serves the  imperial  vestments  of  the  Tsars,  but  the 
major  part  are  not  prior  to  Peter  the  Great.  Here  also 
in  the  Treasury  are  gathered  from  all  nations  articles 
which  have  served  in  state  ceremonies  or  for  table 
decorations  at  banquets.  Such  objects  of  luxury  can 
seldom  be  of  home  manufacture  ;  still,  by  their  accumu- 
lative mass  they  attest  the  growing  wealth  and  power 
of  the  Russian  Empire,  as  well  as  the  love  of  ostentation 
which  proverbially  belongs  to  Eastern  potentates,  who, 
in  default  of  taste  and  knowledge,  glory  in  displays 
analogous  to  the  prandial  pomp  of  Manchester  and  of 
the  Mansion  House  in  the  present  day.  It  is  said  that 
in  this  varied  and  vast  Treasury  are  more  than  fifteen 
hundred  old  pieces  of  gold,  silver,  jasper,  crystal,  &c. 
But  here  again  comes  the  question  of  age  and  of  dates. 
For  instance,  there  are  more  than  three  hundred  vases — 
silver-gilt,  &c. ;  but  the  earliest  dates  established  are  the 
fifteenth,  sixteenth,  and  seventeenth  centuries.  Many, 
if  not  the  majority,  of  these  works  are  importations: 
for  example,  a  jug  and  salver  came  as  presents  from 
Charles  I  and  Charles  H  of  England,  and  a  most  re- 
markable old  chariot  was  a  gift  from  Queen  Elizabeth. 
Also,  Russia  is  indebted  to  England  for  the  insignia 
of  the  Order  of  the  Garter,  sent  by  Elizabeth  to  John 
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the  Terrible.  In  contrast  to  these  finely-wrought  works 
is  the  most  hideous  mass  in  metal  ever  seen,  due  to 
the  munificence  of  Christian  IV  of  Denmark.  Among 
objects  of  historic  worth  is  'a  large  cup  of  silver, 
without  any  ornament  except  the  following  inscription 
round  the  edge  in  interlaced  Slavonic  characters.'  This 
work  is  said  to  date  back  to  the  twelfth  century,  and 
the  inscription  runs  thus: — 'This  is  the  cup  of  Kniase 
Vladimir  Davidovicz  :  to  the  health  of  him  who  drinks, 
and  to  the  praise  of  God  and  of  the  Sovereign  Grand 
Prince.'  This  treasury,  it  will  readily  be  understood,  con- 
tains much  on  which  Russia  may  look  with  pride.  The 
arms  and  armour  which  dress  the  walls  and  corridors  are 
Russian,  either  by  right  of  capture,  of  use,  or  manufac- 
ture. I  have  seen  most  armouries  in  Europe — from 
Madrid  to  London  and  Turin — and  this  in  Moscow 
stands  apart  by  specific  characteristics  which  pertain 
almost  exclusively  to  the  Russian  territory.  I  may 
mention  the  damascened  helmet  of  Alexander  Nevsky,- 
of  the  thirteenth  century ;  also  grand  war  banners, 
especially  one  of  the  Tsar,  Jean  IV,  in  the  sixteenth 
century,  richly  embroidered,  and  bearing  the  image  of 
our  Lord,  saints,  and  seraphim-like  beings  on  horseback, 
with  angels  and  the  heavenly  host  looking  on;  all  on 
a  star-spangled  field.  In  no  country  are  there  banners 
which  can  compare  in  bulk,  weight,  or  strange  fantasy 
of  design,  with  the  ponderous  erections  in  Russia,  set 
up  in  museums  and  churches,  and  carried  in  processions 
through  the  public  streets. 

The  House  of  the  Holy  Synod,  likewise  within  the 
precincts  of  the  Kremlin,  is  the  richest  treasury  in  Russia 
of  sacerdotal  robes,  church-plate,  ornaments,  and  sacred 
vessels  used  in  the  Greek  ritual.  No  sacristy  in  Europe 
I  can    call  to   mind    is    its    equal ;    the  treasury  in  the 
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cathedral  of  Aix  la  Chapelle  is  perhaps  its  nearest  ap- 
proach. This  unique  collection  has  been  from  time  to 
time  further  enriched  by  the  precious  jewels  and  other 
possessions  which  the  early  prelates  of  Moscow  held  as 
their  private  property.  Many  ecclesiastical  works  natu- 
rally came  from  Constantinople,  not  only  as  the  great 
centre  of  Byzantine  art,  but  likewise  as  the  ancient 
seat  of  the  Greek  Church.  A  number  of  these  sacred 
objects  are  the  gifts  of  Russian  sovereigns,  anxious 
either  to  prove  their  piety  or  to  make  amends  for  their 
ill  deeds.  Thus  the  most  remarkable  among  the  priests' 
garments  is  an  amazingly  rich  sakkos,  presented  by 
John  the  Terrible,  in  expiation  of  the  murder  of  his 
own  son.  Here  also  are  stored  up  carefully  in  glass 
cases  the  vestments,  not  only  of  successive  patriarchs 
of  Moscow,  but  of  high  church  dignitaries  throughout 
Russia.  Hence,  not  only  in  point  of  art  and  of  antiquity, 
but  also  as  a  record  of  the  Greek  ritual  used  in  Russia 
for  many  centuries,  the  value  of  this  singularly  complete 
collection  can  hardly  be  overrated.  The  Greek  Church 
relies  quite  as  much  as  the  Latin  Church  upon  the  effect 
produced  by  rich  vestments,  and  it  is  hard  to  over- 
estimate the  impression  produced  on  the  minds  of  the 
common  people  by  the  use  in  the  offices  of  religion  of 
these  robes,  often  rich  in  gold,  precious  stones,  pearls, 
plaques  of  silver-gilt,  engraved  with  figures  of  saints,  &c. 
One  such  vestment  of  the  fourteenth  century  is  almost 
without  parallel.  In  another  example  the  embroidery 
is  in  design  and  execution  as  fine  as  the  carving  on 
the  most  elaborate  of  ivories.  Here  faithful  worshippers 
are  able  to  scan  on  the  back  and  the  breast  of  their 
priest  pictorial  representations  of  the  whole  scheme  of 
Christianity — from  the  Annunciation  to  the  Crucifixion 
and  the  Ascension.     I  am  afraid  that  the  age  of  this 
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work  is  not  earlier  than  the  end  of  the  seventeenth 
century  ;  the  style,  which  is  the  traditional  Byzantine, 
affords  in  this,  as  in  other  instances,  little  or  no  criterion 
of  date.  As  to  this  generic  style,  though  nothing  can 
justify  poor  and  inaccurate  drawing  of  the  human 
figure,  I  must  say,  notwithstanding  my  early  prejudices, 
I  found  the  ecclesiastical  ornament,  both  in  textile 
fabrics  and  metal-work,  glorious  in  colour,  strict  in  the 
essential  principles  of  surface-decoration,  and  altogether 
more  satisfactory  than  any  of  the  late  work  in  Western 
Europe.  I  have  heard  Russians  well  versed  in  art  con- 
tend that  the  Greek  Church  would  not  be  wise  to  depart 
from  Byzantine  precedents  sanctioned  by  antiquity. 

Seven  patriarchal  mitres  in  this  sacred  syndicate 
would  scarcely  be  known  as  bishops'  mitres  in  the 
Latin  Church.  Instead  of  the  cleft  usual  in  a  mitre 
is  the  unbroken  round  of  a  crown  or  cap  ;  indeed  the 
earliest  of  these  sacerdotal  head-dressings  might  be 
mistaken,  as  far  as  the  form  goes,  for  a  wideawake 
hat.  But  this  rudimentary  type  soon  gives  place  to 
more  ornate  developments.  The  plebeian  brim  is  cut 
away,  and  the  flattened  crown  becomes  elevated  into  a 
dome-like  crest,  surmounted  by  a  cross  more  or  less 
ornate.  As  in  the  clothing  for  priestly  shoulders,  so 
here  in  the  helmet  for  the  skulls  of  the  church  militant  is 
provided  a  panoply  befitting  saints.  The  oldest  of  these 
mitres,  hats,  or  crowns,  does  not  date  beyond  the  end 
of  the  sixteenth  century ;  the  work  is  said  to  have  been 
made  to  the  order  of  the  patriarch  Job  ;  the  material 
is  blue  damask,  embroidered  with  gold  and  faced  with 
ermine ;  the  surface  receives  as  its  ornament  the  appari- 
tion of  the  blessed  Virgin,  and  an  inscription  written  in 
fine  pearls  reads  thus  : — '  I  put  all  my  confidence  in  thee, 
Mother  of  God  :   take  me  under  thy  holy  protection.' 
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Also  among  the  surface-decorations  are  the  Saviour, 
the  Blessed  Virgin,  St.  John  the  Precursor,  and  at  the 
sides  archangels,  the  apostles  St.  Peter  and  St.  Paul, 
with  popes  and  saints.  Again,  written  in  fine  pearls, 
is  read  the  further  inscription  : — '  Look  down  upon  us 
from  Thy  heavens,  O  Lord !  see  and  visit  this  vine 
which  Thy  finger  hath  planted.'  Six  other  mitres  are 
highly  decorated  with  enamels,  precious  stones,  silver- 
gilt  slabs,  pearls,  rubies,  emeralds,  sapphires,  diamonds. 
Such  are  the  precious  materials  which  this  church  of 
Oriental  splendour  brings  to  the  enrichment  of  merely 
a  bishop's  mitre.  Some  of  these  works  are  assigned 
to  Russian  artisans,  and  I  see  no  reason  to  the  contrary, 
especially  as  the  dates  come  down  to  the  time  when 
the  arts  had  penetrated  into  Russia.  Moreover,  as 
before  stated,  these  Muscovite  artificers  have  for  long 
boasted  of  special  gifts  in  the  workmanship  of  the 
precious  mfetals,  and  in  the  tasteful  adaptation,  on 
an  Eastern  basis,  of  surface  -  ornament.  Among  the 
Northern  races,  even  during  the  pagan  period,  it  has 
been  seen,  especially  in  Scandinavian  provinces,  that 
workers  in  bronze,  silver,  and  gold  possessed  excep- 
tional knowledge.  And  down  to  the  present  day 
survives  the  cunning  hand.  As  already  said,  not  an 
exhibition  opens  in  Russia  or  in  the  West  that  does 
not  tell  of  the  skill  of  Muscovite  workers  in  the  precious 
metals.  Their  art  prospers  though  their  talents  thrive 
on  a  pittance  which  elsewhere  might  scarcely  save 
from  starvation. 

The  remarkable  crosses  preserved  in  this  House  of 
the  Holy  Synod  may  be  divided  into — first,  crosses 
worn  on  the  breast ;  second,  crosses  used  at  the  altar ; 
third,  crosses  carried  in  procession.  The  pectoral  crosses 
have  such  interest  as  attaches  to  the  Byzantine  style : 
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Christ  on  the  cross,  in  relief  or  in  chasing,  the  heads 
of  Christ  in  niello,  together  with  minor  figures  and 
subordinate  ornaments,  pertain  to  the  style  of  the 
Greek  Church.  Secondly,  the  altar  crosses  are  mostly 
of  Cyprus  wood,  carved  at  Mount  Athos,  with  the 
usual  Biblical  subjects.  Thirdly,  the  processional 
crosses,  though  of  like  generic  style,  do  not  appear 
to  date  earlier  than  the  seventeenth  century.  I  can 
testify  to  the  use  to  which  in  the  present  day  such 
crosses  are  put,  having  witnessed  many  processions 
both  in  the  churches  and  in  the  streets  of  Moscow. 
The  pictorial  effect  of  the  latter  it  would  be  scarcely 
possible  to  over-colour  or  exaggerate,  especially  when 
improved  by  a  gale  of  wind.  Then  the  bearers  of 
crosses  and  banners  are  caught  as  a  ship  in  a  storm 
carrying  high  masts  and  heavy  canvas ;  undei:  this 
sudden  stress  of  weather  I  have  seen  the  Russian 
Church  compelled  to  call  in  the  assistance  of  the 
laity,  by  whose  conjoined  aid  the  sacred  relics  were 
borne  to  the  nearest  harbour  of  refuge.  The  grand 
disorder  would  have  delighted  Rubens  or  Pietro  da 
Cortona;  and  as  for  the  colour,  Paul  Veronese  never 
in  Venice  found  richer  material  for  his  sumptuous 
panoramas. 

It  remains  to  speak,  in  this  Museum  of  the  Holy 
Synod,  of  the  sacred  pectoral  images  worn  by  the 
bishops.  Some  are  lovely  as  they  are  rare ;  indeed 
the  beauty  of  Byzantine  art  is  often  here  epitomised 
in  smallest  compass.  In  one  specimen  is  a  magnifi- 
cent sardonyx,  bearing  the  image,  in  low  relief,  of  the 
Virgin  and  Child  ;  in  another  is  a  ruby,  engraved  with 
the  Annunciation,  surrounded  by  gold,  chased  and  set 
with  diamonds  ;  in  a  third  is  an  onyx,  carrying  the 
Holy  Trinity  ;    in  a  fourth  is  a  -jasper,  encircled  with 
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gold  and  precious  stones,  the  centre  being  'The  Ap- 
parition of  the  Madonna,'  standing  among  clouds,  with 
arms  upraised  in  prayer,  as  seen  in  the  Roman  cata- 
combs, and  bearing  on  her  breast  the  image  of  the 
infant  Christ  in  miniature.  Sometimes  the  inscriptions 
are  impressive ;  thus  a  neck-pendant,  consisting  of  an 
unusually  rich  composition  of  rubies,  emeralds,  and 
diamonds,  enclosing  an  enamel  of  the  Holy  Trinity, 
with  the  four  Evangelists,  has  a  Slavonic  inscription 
commencing,  '  Holy,  Holy,  Holy  is  the  God  of  Armies  : 
the  heavens  and  the  earth  are  full  of  Thy  glory.'  I  am 
sorry  to  add  that  the  date  is  not  earlier  than  the 
second  half  of  the  seventeenth  century. 

I  had  the  privilege  of  witnessing,  within  a  stone's 
throw  of  this  House  of  the  Holy  Synod,  the  use  of 
sacred  art-objects  like  to  those  just  described.  Indeed 
while  in  Russia  I  made  a  point  of  losing  no  opportunity 
of  judging  of  the  relation  in  which  the  arts  stood  to 
the  every-day  ritual  of  the  Greek  Church.  In  St. 
Petersburg  the  ceremonies  are  dressy,  musical,  and 
decorative ;  the  show  is  almost  too  modern  to  be 
sacred.  But  in  Moscow  there  is  a  better  chance  of 
getting  the  real  thing ;  especially  here  within  the 
Kremlin.  Into  the  venerable  Cathedral  of  the  As- 
sumption, where  the  emperors  are  crowned,  I  went 
one  morning  in  the  month  of  August  to  witness  a 
high  function,  the  patriarch  officiating,  and  the  civil 
and  military  authorities  not  only  giving  state  sanction, 
but  aiding  materially  by  their  highly-coloured  costumes 
to  the  tout  ensemble  of  the  scenic  display.  The  picture, 
or  rather  the  moving  drama,  was  forced  up  by  a  back- 
ground of  intense  colour;  the  walls  and  roof  of  this  sump- 
tuous yet  cavernous  and  sepulchral  interior,  comparable 
in  richness  to  St.  Mark's,  are  covered  throughout  with 
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mural  paintings  heightened  by  gold  glories  and  gold 
grounds — even  the  columns  are  overlaid  with  figures 
and  gold.  The  priests,  in  rich  apparel,  stand  out  as 
gold  in  sunlight  against  gold  in  shadow.  Their  robes, 
of,  utmost  lustre,  are  enriched  by  gold,  silver,  jewels, 
enamels,  and  silk  brocades.  Their  head-dresses,  which 
fitly  culminate  their  personal  apparel,  are  not  mitres, 
but  rather  the  high  rounded  caps  I  had  seen  the  day 
before  in  the  treasury  of  the  Holy  House  ;  on  a  ground 
of  gold  are  wrought  designs  in  pearls,  emeralds,  and 
other  precious  stones.  Moreover  the  mere  decorative 
effect  gains  intellectual  and  spiritual  expression  by 
venerable  heads  of  a  refined  and  lofty  Eastern  type, 
nobler  I  think  than  the  average  run  of  faces  among 
the  dignitaries  of  the  Romish  Church.  When  the 
priests  uncover  the  head,  the  aspect,  favoured  by  long 
thick  hair  divided  over  the  forehead  and  falling  in 
ample  locks  down  to  the  shoulders,  is  saint-like,  almost 
Christ-like. 

But  as  a  set-off  to  the  above  description  it .  is  fair 
to  state  one  or  two  disparaging  details.  Thus,  instead 
of  rich  mosaics  as  in  St.  Mark's,  the  walls,  vaults,  and 
columns  of  this  chief  church  in  the  Kremlin  are  be- 
daubed with  indifferent  pictures,  and  in  place  of  a 
floor,  also  inlaid,  as  in  the  churches  of  Italy,  with  designs 
of  many-coloured  stones,  appear  blocks  of  black  iron. 
The  dais  too  has  no  more  artistic  covering  than  a 
carpet  of  a  large  flaunting  pattern  such  as  adorned 
the  parlours  of  our  grandmothers  before  taste  and 
good  design  had  obtained  entrance  to  the  household. 
Indeed  Russian  churches  are  still  held  so  sacred,  that 
to  improve  traditional  arts,  however  low  and  corrupt, 
is  not  permissible,  and  any  consistent  revival,  such 
as  that  which  in  England  has  renovated  our  Gothic 
churches,  seems  but  a  far-off  possibility  in  the  future. 
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To  revert  to  the  grand  religious  function  I  witnessed 
within  the  KremHn,  I  may  add  that  the  church  in- 
teriors in  Russia,  hke  the  Greek  churches  I  have  known 
in  Athens,  are  so  small  that  the  stranger  is  not  so  much 
a  spectator  in  the  dim  distance,  looking  on  from  afar, 
as  a  sharer  in  the  scene,  brought  into  the  immediate 
presence  of  the  chief  performers.  And  yet  beyond  the 
immediate  foreground  are  distances  lost  in  shade  and 
veiled  in  mystery,  only  rendered  more  mysterious  by 
the  fitful  glimmer  of  many  tapers,  which  in  these  Russian 
interiors  make  darkness  dimly  visible.  '  The  kindling 
of  lamps  and  tapers,'  it  has  been  well  observed  by  the 
writer  in  Murray's  Hand-book,  'is  a  pleasing  custom;  the 
little  flame  is  so  living  a  symbol  of  the  continued  life 
of  the  soul,  and,  beyond  all  other  material  things,  flame 
is  the  best  representation  of  the  spiritual.  The  Russians 
have  so  closely  adopted  this  idea  that  there  is  no  inter- 
ment, no  baptism,  no  betrothing,  in  short,  no  sacred 
ceremony  without  lamp  or  taper;  fire  is  for  them  the 
pledge  of  the  presence  of  the  Holy  Spirit ;  and  hence 
illuminations  play  the  most  important  part  in  the  cere- 
monies of  the  Greek  Church.' 

Specially  imposing  is  the  moment  when  the  great 
doors  leading  from  the  holy  of  holies  are  thrown  open 
for  the  grandly-robed  hierarchy  to  come  out  and  show 
themselves  to  the  people  ;  or  when,  after  certain  im- 
pressive performances  in  transept  or  nave,  the  whole 
priestly  company  retires  from  profane  gaze,  and  the 
vast  doors,  moving  without  a  sound,  or  with  such 
music  as  belongs  only  to  celestial  spheres,  are  once 
more  closed,  as  if,  till  the  Church  should  again  vouch- 
safe the  privilege,  all  access  of  the  human  to  the  divine 
was  cut  off".  I  have  often  witnessed  the  performances 
in    St.  Peter's  and   in   the   SIstine   Chapel,  but   I    have 
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never  seen  a  Church  function,  from  an  art  point  of 
view,  better  done  than  here  in  the  Church  of  the 
Assumption  within  the  Kremhn.  Nothing  could  be 
more  histrionic  than  the  walking  forth,  and  then  the 
retiring,  of  the  patriarch  and  his  attendant  priests, 
attired,  as  we  have  seen,  in  gold,  silver,  and  jewels. 
At  a  certain  point  the  venerable  head  of  the  Church, 
with  two  high  dignitaries,  his  helpmates,  advanced  to 
the  dais  set  up  in  the  middle  of  the  nave,  and  there, 
standing  and  sitting  by  turns,  read  aloud,  and  then 
kept  silence,  and  bowed  and  crossed  himself  many 
times  in  response  to  the  service  at  the  altar.  Soldiers, 
officers  of  state,  and  attendant  priests  stood  in  waiting 
or  kept  the  ground  open.  The  ceremony  abounded 
in  dramatic  situations  ;  there  was  ever  action,  contrast, 
climax.  The  act  of  blessing  the  people  with  burning 
tapers  in  hand  specially  struck  me  as  symbolic  and 
poetic.  The  music,  the  grandest  and  most  effective  I  have 
ever  known  without  the  aid  of  instruments,  enhanced 
the  rich  effect  of  the  colour  and  the  unearthly  character 
of  the  whole  scene.  The  singing  was  supremely  artistic 
in  light  and  shade,  in  advancing  relief,  and  perspective 
distance  of  sound  ;  the  voices  had  a  sombre  tone,  and 
a  shadowy  colour,  in  keeping  with  the  rich  and  deep 
pictorial  backgrounds.  The  bass  voice  was  ever  ad- 
vancing from  dim  distance  into  a  pronounced  fore- 
ground ;  its  march  was  as  the  path  of  thunder,  and 
the  domes  caught  the  echo  as  encircling  hills ;  yet  it 
was  too  truly  musical  in  tone  ever  to  degenerate  into 
noise.  The  boy  trebles  played  round  this  grand  sus- 
taining voice  in  light  sportive  decoration,  which  chimed 
in  with  the  ringing  of  bells  from  the  towers  and  the 
roar  of  cannon  from  the  arsenal.  At  other  moments 
the  big   deep  bass   stood   out   alone   in   the    midst   of 
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silence,  and  when  the  voice  of  thunder  ceased  there 
followed  still  small  voices,  which  came  as  beauty 
amid  grandeur.  The  boys'  notes  were  to  me  every 
way  more  satisfactory  than  the  manufactured  trebles 
in  the  Pope's  choir ;  the  musical  quality  I  prefer,  and 
as  to  the  execution  there  is  more  lightness  and  elas- 
ticity. The  quality  gained  indeed  was  pure,  silvery, 
and  transparent,  yet  it  had  warmth  and  passion.  The 
swell  and  the  cadence  were  as  the  breezes  which  pass 
through  an  ^olian  harp  ;  the  melody  struck  on  the  ear 
like  music  of  the  elements ;  it  came  sweeping,  floating, 
sighing,  aspiring,  and  then  it  fell  and  ended.  The 
finale  was  the  most  imposing,  not  to  say  appalling, 
I  have  ever  witnessed,  either  in  or  out  of  a  church  ; 
the  voice  of  thunder  again  put  forth  its  strength,  followed 
by  a  full  chorus  of  milder  voices,  joined  by  the  pealing 
of  bells,  and  then  the  cannon  roared  in  climax.  I  con- 
fess that  I  was  somewhat  unmanned  ;  I  have  not  known 
a  moment,  even  in  the  Sistine  or  in  St.  Peter's,  when 
art  was  so  potent.  No  sooner  had  the  last  note  been 
sounded  and  the  closing  shot  fired,  than  a  general  rush 
was  made  to  the  doors.  When  I  reached  the  outer  air  a 
further  drama  had  reached  its  crisis ;  the  aged  patriarch 
was  struggling  through  a  pitiless  storm  of  rain  and 
wind  to  his  carriage.  The  people  blocked  his  path, 
eager  to  kiss  the  hem  of  his  garment,  or  to  catch 
benedictions  as  they  fell.  At  length  the  tottering  old 
priest  gained  his  chariot,  drawn  by  eight  horses,  which 
for  a  moment  threatened  to  be  more  unruly  than  the 
people  or  the  elements.  The  venerable  patriarch,  who 
is  much  respected,  was  thankful  to  get  away.  It  had 
been  throughout  evident  how  strong  a  hold  the  Russian 
Church,  her  functions  and  her  dignitaries,  retain  on  the 
affections   of  the   people.     Entering  again  the  church, 
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and  returning  once  more  to  the  scene  of  the  great 
ceremonial,  I  was  addressed  as  an  Englishman  by  a 
Russian  lady  and  her  daughter.  They  said  how  glad 
they  were  to  see  the  interest  I  took  in  the  functions  ; 
they  knew  there  was  much  sympathy  between  the 
English  and  the  Russian  Churches,  and  they  looked 
forward  to  the  day  when  the  two  would  be  in  unity. 
I  fear  my  response  was  not  hearty ;  I  felt  that  the 
two  Churches,  intellectually  and  artistically,  are,  and 
must  remain,  widely  severed. 

I  have  spoken  of  the  Imperial  Palace,  of  the  House 
of  the  Holy  Synod,  of  the  Church  of  the  Assump- 
tion, and  yet,  perhaps,  no  adequate  impression  has 
been  given  of  the  Kremlin  as  a  whole.  I  have  gen- 
erally found  that  great  historic  positions,  the  centres  or 
the  strongholds  of  civilisation,  have  been  planned  by 
nature  herself.  To  this  rule  the  Kremlin  is  no  excep- 
tion ;  here  it  stands,  as  already  said,  like  a  Grecian 
acropolis,  or  as  an  Etruscan  city  planted  on  a  spur  of 
the  Apennines.  The  plateau  is  compact,  yet  sufficiently 
spacious  ;  isolated,  yet  in  immediate  communication  with 
the  city  beneath  and  around.  While  walking  on  the 
raised  terrace,  with  hanging  gardens  and  winding  paths 
below,  I  was  naturally  reminded  of  many  an  evening 
on  the  Roman  Pincian.  It  is  true  that  here  between 
the  eye  and  the  horizon  do  not  rise  structures  in  mag- 
nitude and  import  comparable  to  the  dome  of  St.  Peter's 
or  to  the  castle  of  St.  Angelo ;  and  yet  the  city,  in  its 
wide-sweeping  panorama,  stretches  out  as  a  marvel  and 
a  show,  the  like  of  which  cannot  be  seen  till  the  traveller 
leaves  Europe  and  enters  on  Asia  or  Egypt.  Beyond 
all  precedent,  even  in  Cairo,  is  the  multitude  of  domes  ; 
the  forms  are  as  fantastic  as  the  colours  are  extravagant ; 
like  fire-balloons  or  Chinese  lamps  these  cupulas  con- 
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gregate  or  float  in  air,  and,  when  the  sun  catches  the 
burnished  gold,  shine  in  ghttering  Hght.  As  said  before, 
Moscow  is  emphatically  a  city  of  colour ;  Cairo  is  com- 
paratively bleached  as  the  desert  sand.  Like  an  illu- 
mined missal  or  a  Japanese  screen  is  this  party-coloured 
panorama ;  and  brighter  than  a  garden  is  this  busy 
populous  field.  Many  are  the  cities  I  have  viewed  from 
overlooking  heights,  but  none  do  I  recall  more  strange 
and  fantastic.  I  felt  it  to  be  somewhat  difficult  to 
picture  to  the  mind  the  lives  of  the  inhabitants  in  the 
streets  beneath ;  the  structures  seemed  more  for  the 
fantasy  of  the  eye  than  for  daily  use,  and  no  noise  of 
traffic,  no  voice  from  busy  mart,  reached  the  ear.  The 
Kremlin,  like  other  eminences  commanding  a  densely- 
peopled  town,  is  a  place  of  silence,  save  when  a  bell 
casts  its  music  across  the  upper  air. 

The  churches  of  the  Kremlin  are  the  resort  of  the 
devout  pilgrim  and  of  the  professional  beggar.  And 
just  as  in  Italy  peasants  turn  away  from  a  Raphael  to 
worship  before  some  black  Madonna,  believed  to  have 
come  direct  from  the  easel  of  St.  Luke,  so  here  the 
worst  works  win  the  most  pence  and  prayers.  In  the 
Kremlin  the  Russian  Church  employs  lowest  art  to  act 
on  the  superstition  of  the  multitude  ;  and  so  easily  are 
the  devout  feelings  of  the  people  moved,  that  pictures 
which  would  not  fetch  five  shillings  in  Wardour  Street 
suffice  to  throw  a  crowd  of  pilgrims  on  bended  knees. 
The  three  cathedrals  on  the  plateau  of  the  Kremlin 
do  not  materially  differ  in  general  aspect.  In  the 
Cathedral  of  the  Assumption  the  Tsars  are  crowned, 
in  the  Cathedral  of  the  Annunciation  they  were  bap- 
tized and  married,  and  in  the  Cathedral  of  the  Archangel 
Michael  they  were  formerly  buried.  A  fourth  church, 
that  of  '  The  Redeemer  in  the  Wood,'  is  so  named  from 


382  MOSCOW. 


the  wood  which  here  in  olden  times  crowned  the  summit. 
Also  must  be  mentioned  the  Convent  of  the  Ascension, 
if  only  for  the  sake  of  the  singing,  more  lovely  than 
that  of  the  caged  nuns  in  the  Convent  della  Trinita  on 
the  Roman  Pincian.  The  general  aspect  of  all  the 
churches,  as  I  have  said,  is  similar.  The  Cathedral  of 
St.  Michael,  which  architecturally  may  be  described  as 
Byzantine  with  a  mixture  of  Lombardo-Venetian,  asserts 
its  importance  by  nine  gilded  domes  ;  and  the  other 
sacred  edifices  are  in  like  manner  crowned  and  enriched. 
It  is  also  usual  for  the  uppermost  archways  in  the 
facades  to  be  decorated  with  paintings,  just  as  similar 
wall-spaces  in  St.  Mark's,  Venice,  are  covered  with 
mosaics.  The  interiors  too  are,  as  before  seen,  entirely 
clothed  with  wall-paintings ;  the  decoration  indeed  is 
alike  in  the  Russian  and  in  the  Latin  Church  ;  thus  the 
interiors  of  the  Kremlin  are  as  much  painted  chambers  as 
the  churches  at  Assisi  or  Giotto's  Chapel,  Padua.  Only 
in  point  of  art  these  Russian  wall-pictures  differ  from 
the  Italian  as  widely  as  darkness  is  divided  from  light. 
The  subjects  are  often  arranged  as  a  biblical  series  ; 
thus  the  entire  west  end  of  the  Church  of  St.  Michael 
is  covered  with  sacred  compositions,  in  the  midst 
whereof  sits  Christ  between  the  Madonna  and  St.  John 
the  Baptist.  The  pictures  frequently  compose  together 
into  a  continuous  narrative,  which  may,  as  in  similar 
arrangements  in  Italy,  be  read  as  a  consecutive  "and 
united  story.  Thus  within  the  *  Church  of  the  Redeemer 
in  the  Wood'  is  depicted  the  life  of  St.  Stephen  of 
Perm,  the  first  of  Russian  missionaries  and  martyrs. 
It  is  usual  to  apply  to  these  and  like  wall-paintings  the 
generic  term  fresco,  but  it  may  be  safely  affirmed  that 
'fresco  buono  et  puro'  does  not  exist  within  the 
Kremlin.      The    method  is  that  of  the   'secco'   in  its 
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driest  and  dirtiest  form  ;  instead  of  transparency  is 
opacity,  and  in  place  of  translucency  is  muddiness. 
These  works  further  suffer  from  repeated  repaintings  ; 
thus  the  above-mentioned  pictures  in  the  Church  of  the 
Redeemer  Avere  renovated  in  1863,  and  they  now  wear 
quite  a  modern  aspect,  and  are  as  valueless  in  archae- 
ology as  in  art. 

The  traveller  will  do  well  to  spend  as  many  half-hours 
as  he    can  spare  within  these  three  cathedrals  of  the 
Kremlin.     As  in  St.  Mark's,  Venice,  he  will   spy  out, 
even    in   odd   corners,    surface -decoration,   metal -work, 
crumbling  tombs,  and  revered  reliquaries.     Persons  in- 
terested in  Christian  symbolism  will  discover  how  in  the 
Greek  Church   the   outward   is  a    sign   of  the  inward  ; 
the  intention  of  course  being  that  the  arts  shall,  through 
the  avenue  of  the  senses,   reach  the  soul.      And   here 
again  the  student  will  be  able  to  understand  how  sym- 
bolism has   never  been   favourable  to  art  as   art :    the 
noblest  type  of  the  human  form,  which  is  the  highest 
aim  of  art,  has  never  been  striven  for -under  the  sway 
of  symbolism.      Physical   beauty  and    truth   to    nature 
stand  in  fact  in  the  way  of  that  act  of  faith  and  attitude 
of  devotion  which  the  system  of  symbolism  engenders. 
Here  in  the  cathedrals  of  the  Kremlin,  as  also  in   the 
churches  of  St.  Petersburg,  I  observed,  what  I  had  long 
noted  in  Munich,  that  the  modern  art,  which  aims  to 
be   true    in    its    drawing   and    grammatical   in   its   con- 
struction, has  much  less  spell  over  the  multitude  than 
the   so-called   miraculous   pictures,  though   coarse  and 
common  as  sign-boards.     One  of  such  works,  the  Holy 
Virgin  of  Vladimir,  said,  of  course,  to  have  been  painted 
by  St.  Luke,  and  now  absolutely  black,  and  with  features 
obliterated,  receives,  as  one  of  the  most  ancient  images 
in  Russia,  .countless  kisses  and  genuflexions.     Here  is 
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an  instance  where  Mr.  Ruskin's  'lamp  of  sacrifice' — a 
principle  fine  in  humanity  but  false  in  art — is  made  to 
burn  most  brightly.  This  holy  image  is  covered  with 
precious  oblations ;  the  jewels  which  bedizen  it  are 
said  to  be  worth  ;^45,ooo,  one  emerald  being  valued  at 
;^ 1 0,000.  No  reasonable  being  will  contend  that  this 
is  art  :  nothing  further  need  be  said,  for  this  one 
example  represents  the  whole. 

I  have  already  said  that  the  interiors  of  the  churches 
in  the  Kremlin  are  painted  throughout.  The  number 
of  figures  on  the  walls,  domes,  and  columns  of  the 
Cathedral  of  the  Assumption  is  something  prodigious  ; 
thus  it  is  calculated  that  there  are  249  full -lengths, 
some  much  above  life-size,  besides  2066  half-lengths  or 
heads;  it  is  also  said  that  210,000  gold  leaves  were 
lavished  on  the  glories  and  the  gilt  grounds.  The 
decorations  were  renewed  and  the  pictures  retouched  or 
repainted  in  1773  ;  probably  not  a  square  inch  of  the 
old  surface  remains  anywhere  ;  the  pigments  are  opaque 
and  dirty ;  indeed  dirt  in  the  estimation  of  the  Russian 
peasantry  is  almost  indispensable  to  sacred  art.  In 
these  interiors,  as  indeed  in  the  churches  of  Russia 
universally,  the  best  art  is  not  the  pictures,  but  the 
metal-work  in  which  they  are  enshrined.  Often  the 
surface-ornament  is  excellent  in  character,  and  the  en- 
richments of  jewels  and  enamels  show  an  Oriental  eye 
for  colour ;  the  style  of  all  the  purest  examples,  as 
already  said,  is  a  transcript  or  an  adaptation  of  the 
Byzantine. 

In  the  Cathedral  of  the  Assumption  is  a  picture  of 
some  interest,  covered,  after  usual  fashion,  with  gold, 
on  the  principle  that  a  picture  when  sacred  must  not 
be  seen.  The  work  to  which  I  refer  is  'The  Saviour,' 
presented  to  the  church  bv  the  Emperor  Manuel.    Onl 
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the  head,  the  hands,  and  the  feet  are  without  a  covering 
of  gold.     The  features,  as  usual  in  Russia  with  objects 
of  worship,  are   almost    obliterated ;    yet  it   is  possible 
to    recognise  a  refined   and    ideal  type,   differing  from 
the  Western  type  of  the  head  of  Christ  by  being  more 
Eastern  and  Jewish.    The  face  is  not  directly  Byzantine  ; 
apparently  modern  elements  are  present.    I  again  repeat 
that    I    searched    in    vain    in    Russia   for   any  valuable 
contributions  to  that  much-vexed  theme,  the  traditional 
heads  or  portraits  of  Christ.      I  had,  not  unnaturally, 
hoped  here,  in  the  stronghold  of  the  Greek  Church,  to 
find  some  original  materials.    Another  important  picture 
in  this  interior  is  a  vast  '  Last  Judgment,'  which  covers 
the  west  wall.     The  nearest  approach  to  this  and  many 
similar  compositions  in  Russia  is  found  on  the  west  wall 
of  the  cathedral   at  Torcello.     The  pictorial  treatment 
of  'Last  Judgments'   in  general — comparing  the  com- 
positions in  the  Greek  with  those  in  the  Latin  Church—^ 
I  have  often  thought  would  form  an  instructive  subject 
for  inquiry.     In  Russia  a  leading  object  is  an  immense 
serpent,  which  coils  itself  up  at  least  one  half  of  the 
whole  church  wall.     The  creature  takes  its  start  from 
a  giant  Lucifer,  seated  at  the  right-hand  corner,  in  the 
place  assigned  by  Orcagna,  in  his  rendering  of  the  '  Last 
Judgment,'  at  Pisa,  to    Hell    and   Satan.      Within    the 
convolutions  of  this  vast  serpent  is  found  space  for  both 
saints    and  sinners — the   latter  preponderate ;    also   are 
brought  together  strange  animals  and  fishes,  with  here 
and  there  a  judicial  angel  or  a  flaming  seraph  thrown 
in.     Above  the  serpent  is  set  a  table  with  two  angels, 
all   placed   in  the   clouds ;    a  cross   stands    above   the 
table,  and  beneath  is  hung  a  pair  of  scales,  where  occurs 
the  usual  tussle  for  human  souls   between   the  agents 
of  Satan   and    of  God.      Above    this   table,  at   which 
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St.  Michael  may  be  presumed  to  preside,  are  usually 
mounted  two  tiers,  crowded  with  as  many  characters 
and  incidents  as  the  space  will  hold.  In  the  midst  of 
one  of  the  spheres  Christ  sits,  his  feet  placed  on  a  globe, 
his  head  encircled  by  a  rainbow.  Over  all  reigns  God 
the  Father,  supported  by  angels  and  seraphim,  and 
surrounded  by  the  heavenly  host.  Cheap  engravings 
of  such  compositions,  highly  coloured  and  interspersed 
with  explanatory  text,  seem  to  have  extensive  currency 
among  the  people.  I  purchased  one  or  more  versions 
of  this  traditional  'Last  Judgment'  at  stalls  and  under 
archways  in  the  streets  of  Moscow.  Such  works, 
whether  the  originals  in  the  churches  or  the  cheap  re- 
productions hung  in  the  peasants'  huts,  have  little  claim 
to  attention  in  point  of  art  ;  yet  they  serve  to  complete 
the  history  of  the  relation  between  religion  and  the  arts 
throughout  the  world — a  history  in  which,  I  fear,  Russia 
takes  a  mean  position.  The  religious  arts,  Christian  as 
well  as  Pagan,  are  beset  by  strange  contradictions. 
Among  the  ancient  Greeks  the  art  was  true  while  the 
religion  was  false  ;  among  the  Christians  it  often 
happens  that  while  the  religion  approaches  to  the  true, 
the  art  degenerates  into  the  false.  The  highest  art  and 
the  truest  religion  have  never  been  brought  together  ; 
this  perfect  union  is  a  hope  for  the  future  which  must 
be  indefinitely  postponed,  at  least  in  the  Russian 
empire. 

The  museums  in  Moscow  bear  no  comparison  with 
those  in  St.  Petersburg.  The  gallery  of  old  masters, 
for  example,  consists  of  but  weedings  and  gleanings 
from  palaces  and  other  national  collections.  Dr.  Waagen, 
when  arranging  in  St.  Petersburg  the  Hermitage,  found 
that  it  was  possible  to  spare  works  which  would  make 
for  Moscow  a  representative  collection   of  the  leading 
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schools.  Of  more  importance  in  this  museum  are  the 
modern  pictures  by  Russian  artists,  among  which,  as  a 
masterpiece,  stands  '  Christ  Appearing  to  the  People 
at  the  Baptism  of  St.  John.'  This  and  its  companion 
works  have  already  obtained  distinctive  notice.  The 
collection  again  proves  that  Russia  has  for  more  than 
a  century  boasted  of  painters  who  have  produced  very 
respectable  works  in  the  several  departments  of  por- 
traiture, history,  landscape,  and  genre.  Stchedrin  deser- 
vedly ranks  as  one  of  the  very  first  landscape-painters 
in  Russia  ;  indeed  his  position  would  be  fairly  good  in 
galleries  of  the  West.  Some  of  these  artists  improved 
themselves  in  England,  while,  in  turn,  one  or  more 
English  painters  came  to  advance  their  fortunes  in 
Russia.  In  this  museum,  for  instance,  are  portraits  by 
George  Dawe,  a  Londoner,  who  was  elected  into  the 
Academy  of  St.  Petersburg,  and  as  court-painter  exe- 
cuted many  portraits  of  the  imperial  family.  Dawe 
lived  till  the  year  1829. 

The  Moscow  Museum  likewise  comprises  a  curious 
ethnographical  collection  ;  a  large  hall  is  here  occupied 
by  life-size  figures,  in  full  costume,  of  the  various  races 
who  inhabit  the  Russian  Empire.  Another  hall  is  de- 
voted to  Slavonic  tribes  not  yet  subject  to  Russia. 
These  dummies  are  scarcely  sufficiently  good  to  serve 
as  lay-figures  in  an  artist's  studio,  yet,  as  will  be  readily 
imagined,  they  do  not  fail  to  attract  crowds  of  gaping 
townsfolk  and  peasants.  But  by  far  the  most  interest- 
ing department  of  this  heterogeneous  museum  is  in  the 
four  rooms  devoted  to  Christian  antiquities.  In  St 
Petersburg  I  had  been  fortunate  to  fall  in  with  a  Loan 
Museum,  wherein  was  collected  all  that  is  held  most 
sacred  in  the  Russian  ritual.  In  the  Great  Paris  Exhi- 
bition of  1 867  were  also  brought  together  a  multitude  of 
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original  works  or  reproductions  which  served  further  to 
attest  how  rich  Russian  churches,  monasteries,  Hbraries, 
and  museums  have  been  and  are  in  illumined  books, 
panel-pictures,  vestments,  pectoral  crosses,  and  other 
ornaments.  The  peculiar  interest  attaching  to  these 
works,  as  already  said,  is  that  they  embody  the  Greek 
or  Eastern  phase  of  Christian  art.  At  the  same  time 
the  drawback  is  known  to  be  finality,  universal  sameness  ; 
in  other  words,  the  incessant  repetition  of  stereotyped 
forms  and  fixed  ideas.  The  art  in  fact  has  been  reduced 
to  the  fixity  of  a  manufacture,  hence  less  surprise  need 
be  felt  at  the  multitude  of  works  produced.  Italy  was 
wondrously  prolific,  but  she  falls  far  behind  the  produc- 
tive capacity  of  Russia.  In  Muscovite  factories  one 
artist  paints  a  hundred  heads,  another  a  hundred  glories, 
a  third  a  hundred  legs.  Thus  a  picture  is  put  together 
like  a  pin  or  a  mosaic,  by  pieces,  and  accordingly  there 
is  little  to  choose  between  one  picture  and  another, 
though  all  are  hand-made.  Yet  Christian  art  obtains  in 
this  museum  valuable  illustration  ;  I  would,  for  instance, 
have  given  much  for  an  early  mosaic  of  the  head  of 
the  Saviour,  attributed  to  the  eleventh  century.  But 
though  the  work  be  now  in  Moscow  it  is  not  necessarily 
Russian  :  local  archaeologists  naturally  strive  to  claim 
native  nationality  for  every  object  they  can  lay  their 
hands  on.  This  is  the  fallacy  against  which  the  student 
has  to  guard. 

Little  more  in  the  way  of  art  collections  would  merit 
notice,  even  were  further  space  at  my  command.  Yet 
just  a  word  may  be  given  to  the  Galitsin  Museum  of 
pictures  and  curiosities,  although  every  object  might 
exist  as  well  in  Paris  as  in  Moscow.  Certainly  the  art 
student  would  expect  to  find  in  France  or  England, 
rather  than  in   Russia,  a  Biberon  of  Henri  Deux  ware. 
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The  work  has  certainly  not  been  over-valued  at  ^€"1000. 
Only  fifty-five  specimens  of  this  rare  fabric  exist,  and 
this  Biberon  is  the  sole  example  which  falls  to  the  lot 
of  Russia. 


CHAPTER    XIV. 

ART-EDUCATION   IN   MOSCOW. 

I  AM  enabled  to  give  some  details  which  may  not  be 
without  interest  concerning  a  large  and  efficient  School 
of  Design  established  in  Moscow.  It  will  easily  be 
understood  that  the  former  seat,  and  the  present  centre, 
of  the  great  Muscovite  empire  affords  a  good  station  at 
which  to  plant  a  School  of  Art.  When  the  extended 
system  of  Russian  railways  shall  be  completed,  Moscow 
will  be  the  focus  from  which  five  trunk  lines  will  radiate ; 
thus  she  must  become  more  than  ever  the  centre  at 
which  may  meet  the  varied  and  somewhat  heteroge- 
neous nationalities  of  'all  the  Russias.'  Moscow  will, 
on  the  south,  be  brought  into  immediate  communication, 
not  only  with  the  vast  corn-growing  districts  which 
border  on  the  Black  Sea,  but  with  Kertch,  in  the 
Crimea,  and  other  colonies  of  ancient  Greece,  rich  in 
remains  of  classic  art ;  also  she  may  establish  intimate 
relations  with  Circassia,  Georgia,  and  the  Caucasus, 
whence  the  bazaars  and  great  fairs  are  supplied  with 
ornate  fabrics,  Oriental  in  design  and  colour.  Again, 
Moscow  on  the  north  and  the  west  will  be  brought  into 
direct  correspondence  with  the  trade  of  the  Baltic,  with 
the  art  and  commerce  of  Western  Europe,  with  the  un- 
developed resources  of  Scandinavia  and  Finland.  Lastly, 
the  railways  already  projected  towards  the  eastern 
frontiers  must  render  more  available  the  vast  mineral 
treasures  of  the  Ural  Mountains — mines  of  gold,  silver, 
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malachite,  lapis  lazuli,  and  precious  stones,  which,  from 
time  immemorial,  have  given  a  kind  of  barbaric  mag- 
nificence to  the  regalia  of  the  sovereign,  and  even  to  the 
jewelry  of  the  peasant.  At  the  same  time  these  in- 
creased facilities  of  communication  will  tend  to  make 
Moscow  the  European  terminus  for  the  commerce  of 
Asia,  the  emporium  of  Eastern  manufactures,  the  seat 
of  those  arts  of  design  which  for  centuries  have  been 
pushing  their  way  westward  from  China,  India,  and 
Japan.  These  considerations  point  to  the  conclusion 
that  for  Moscow  are  reserved  important  developments 
in  arts  and  manufactures.  Moreover,  her  prestige  is 
great ;  her  history  pregnant  with  art-associations  :  unlike 
her  modern  rival,  St.  Petersburg,  she  is  so  placed  in  the 
empire,  that  she  can  rally  around  her  whatever  is  na- 
tional and  historic.  The  existence  of  the  Kremlin,  with 
its  unrivalled  treasury,  the  possession  of  museums,  public 
and  private,  indicate  that  if  Russia  has  in  the  past,  or 
can  create  for  herself  in  the  future,  a  school  pretending 
to  nationahty,  that  school  will  find  no  more  appropriate 
resting-place  than  under  the  sacred  shadow  of  the 
Kremlin.  Therefore  '  L'Ecole  Stroganofif'  at  Moscow — 
the  chief  art-school  in  Russia — already  an  institution 
active  and  useful — will,  if  duly  supported  by  the  State, 
supply  those  aesthetic  wants  which  are  never  more 
keenly  felt  than  at  the  turning-point  when  a  nation  is 
passing  out  of  barbarism  into  nascent  civilisation. 

The  School  Stroganoff  in  Moscow  takes  its  name  from 
the  Count  Stroganofif,  an  enlightened  nobleman,  among 
the  first  in  Russia  to  entertain  the  idea  that  the  nation's 
manufactures  might  be  advanced  by  the  education  of 
the  people  in  the  elements  and  principles  of  design. 
Accordingly  the  school  was  founded  by  the  Count  in 
1825,  and  for  eighteen  years  supported  at  his  expense. 
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In  1843  it  passed  over  to.  the  Government,  and  in  i860 
an  imperial  ukase  was  issued,  which  defined  the  organi- 
sation and  prescribed  the  future  action  of  the  institution. 
The  director,  M.  Victor  Boutovsky,  in  a  pamphlet  en- 
titled 'De  I'Education  artistique  appliquee  a  I'lndustrie 
en  Europe  et  particulierement  en  Russie,'  describes  the 
school  and  its  allied  museum  as  follows  : — 

'  This  establishment,  with  its  museum  of  art  and  of  industry,  is  nearly 
all  that  has  been  done  in  Russia,  down  to  the  present  day,  towards  asso- 
ciating art-education  with  the  industry  of  the  people,  The  epoch  of  its 
foundation  coincides  with  the  general  art-movement  in  Europe.  The  in- 
struction of  the  school  is  divided  into  five  classes,  of  which  three  are  pre- 
paratory, and  two  special.  In  the  first  division  the  pupils  are  instructed 
in  those  elementary  truths  of  art  and  of  science,  which  are  equally 
necessary  to  industrial  artists  as  to  mankind  at  large.  The  second  section 
is  formed  of  two  subdivisions :  the  one  prepares  designers  for  printing  and 
weaving  patterns  on  textile  fabrics ;  the  other  trains  artists  for  decoration 
in  general,  especially  for  gold  and  silver  work,  leather  and  wood  work, 
and  for  the  modelling  and  engraving  of  bronzes,  porcelains,  precious  stones, 
and  other  objects,  wherein  is  required  elegance  in  form.' 

I  may  add,  from  the  statements  both  of  Director 
Boutovsky  in  Moscow  and  of  M.  Grigorovitch  in  St. 
Petersburg,  that  the  Russian  scheme  of  art-education 
already  tried — and  let  us  hope  about  to  be  further 
developed — is  expressly  based  on  the  system  at  South 
Kensington. 

The  director  makes  the  following  returns  of  the  pupils 
receiving  instruction,  during  a  single  year,  in  the  Stro- 
ganoff  School.  In  the  classes  of  design  there  are  504 
pupils,  to  which  number  may  be  added  19  amateurs, 
who  gladly  take  advantage  of  the  instruction  offered. 
Furthermore,  there  is  a  class  for  women,  numbering 
35  students.  Also  must  not  be  forgotten  a  Sunday- 
school  for  the  teaching  of  design,  which  has  on  its  books 
about  200  pupils.     A  Sunday  drawing-class  sounds  as 
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an  innovation  ;  in  England  reading  is  taught  on  the 
Sabbath,  but  not  drawing.  The  Russian  Church  seems 
more  tolerant  of  art-education  on  the  Sunday  than  the 
Anglican,  or  even  the  Roman  Church.  These  Sunday 
art-classes  are  composed  chiefly  of  the  labouring  popu- 
lation. The  school,  which  is  under  the  Minister  of 
Finance,  seems  well  appointed  ;  the  building  assigned 
to  it  is  spacious  ;  the  class-rooms  are  furnished  with 
usual  appliances  ;  the  educational  staff  consists  of  a  di- 
rector and  about  twenty  '  professors  '  or  assistants.  The 
pupils  are  admitted  between  the  ages  of  twelve  and 
fifteen  years  upon  examination;  the  course  extends  over 
five  years.  The  general,  as  distinguished  from  the  spe- 
cific instruction,  comprehends  '  academic  design,  land- 
scape, flowers,  drawing  from  nature,  linear  design.  The 
pupils  also  enter  for  courses  on  religion, "the  Russian  lan- 
guage, writing,  geography,  history,  arithmetic,  and  geo- 
metry.' The  special  classes,  as  before  stated,  have  for 
their  object  the  practical  application  of  art  to  industry ; 
moreover,  aesthetics  and  the  history  of  the  arts  are  com- 
prised in  the  general  curriculum.  The  pupils  end  with 
a  kind  of  apprenticeship  ;  having  made  choice  of  a  trade, 
they  at  first  try  their  hands  within  the  school,  and  after- 
wards enter  some  manufactory  as  apprenticed  designers, 
modellers,  ornamentists,  or  art-workmen.  On  .  leaving 
the  school  each  student  undergoes  an  examination,  and 
receives  a  brevet  or  certificate  according  to  his  merit. 
Since  i860  more  than  thirty  students  have  been  found 
qualified  to  take  the  duties  of  masters  in  schools  of 
design.  The  above  sketch  will  indicate  that,  though 
much  remains  to  be  done,  already  a  good  work  has  been 
set  on  foot.  From  personal  inspection  I  can  testify  to 
the  order  and  the  energy  of  the  administration.  In 
a  country  where  the  need  of  popular  art  is  scarcely  as 
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yet  felt,  the  director  has  had  uphill  work ;  among  a 
people  singularly  indifferent  to  beauty  in  any  form, 
it  has  been  difficult  to  plant  the  elements  of  art  or  the 
principles  of  correct  taste. 

The  persistent  and  well-intentioned  work  commenced 
in  the  Stroganoff  School  has  obtained  recognition  in 
Western  Europe.  And  yet  the  official  reports  of  na- 
tional and  international  exhibitions  tally  with  the  judg- 
ment at  which  I  arrived  on  personal  examination, 
namely,  that  Russia  is  in  art  still  a  desert  land,  pro- 
ducing, save  in  some  few  favoured  spots,  little  that  can 
by  utmost  courtesy  rank  as  fine  art.  In  the  exhibition 
of  185 1  it  became  evident  that  the  Russians  did  not 
know  how  to  turn  to  good  account  the  precious  mate- 
rials nature  had  placed  at  their  disposal :  the  malachite, 
lapis  lazuli,  porphyry,  jasper,  &c.,  at  their  command 
were  often  so  wrought  as  to  outrage  pure  principles  of 
taste.  And  again,  the  position  taken  by  Russia  in  1862 
showed  the  country  still  in  the  rear  of  civilisation.  Thus, 
while  England  obtained  1639  medals,  France  1390 
medals,  Austria  504  medals,  Prussia  330  medals,  Italy 
322  medals,  Belgium  251  medals,  Russia  gained  only 
176  medals,  whereof  more  than  100  were  due  to  'animal 
and  vegetable  substances  used  in  manufactures,'  'sub- 
stances used  for  food,'  '  mining,  quarrying,  metallurgy, 
and  mineral  products,'  and  'skins,  furs,  feathers,  and 
hair.'  This  enumeration  at  once  indicates  that  the 
strength  of  Russia  lies,  as  is  well  known,  in  raw  mate- 
rials, not  in  art-manufactures.  However,  in  the  last 
Paris  Exposition,  and,  more  recently,  in  the  Exhibition 
of  St.  Petersburg  of  the  year  1870,  Russia  proved,  by 
the  progress  made,  that  she  had  arrived  at  that  stage  in 
her  history  when  everything  is  to  be  gained  through 
technical  schools  of  science  and  art.     And  it  is  satis- 
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factory  to  know  that  there  exists  the  nucleus  of  a  na- 
tional education  which  might  easily  be  made  to  embrace 
the  arts.  Russia  is  already  provided  with  seven  univer- 
sities, fifty-one  provincial  head-schools,  besides  district- 
schools.  Education,  moreover,  receives  support  from 
the  State.  Yet  in  the  report  of  General  Morin  and  of 
M.  Tresca  on  industrial  education,  as  represented  in  the 
Paris  Exhibition  of  1867,  it  is  stated  that  ^En  Russie, 
rinstitut  Technologique  de  St.  Petersbourg  et  I'Ecole 
des  Metiers  de  Moscow  sont  les  seuls  etablissements 
dans  lesquels  le  travail  manuel  entre  pour  quelque 
chose  dans  I'enseignement  professionnel.'  The  School 
Stroganoff,  however,  justified  the  expectations  of  its 
founders  by  obtaining  as  her  reward  three  medals ; 
one  for  '  art  applied,'  another  for  '  technical  instruction,' 
and  a  third  under  the  section  '  History  of  Labour,'  '  for 
designs  and  models  from  Russian  antiquities.'  I  may 
be  excused  for  here  transcribing  the  notes  I  made  upon 
the  designs  exhibited  in  1867  by  the  School  Stroganoff, 
especially  as  more  recent  experiences  confirm  the  judg- 
ment then  arrived  at : — 

'  In  designs  for  paper-hangings,  &c.,  in  common  with  other  art-products 
from  Russia,  I  observe  the  conflict  between  two  opposing  schools — the  old 
and  the  new — between  the  traditional  Byzantine  and  a  directly  naturalistic 
treatment.  And  it  is  interesting  to  note  that  while  in  the  province  of  oil- 
painting  the  naturalistic  is  the  best,  so,  on  the  contrary,  within  the  sphere 
of  decorative  art  the  traditional  treatment  is  the  best.  Adaptations  of 
Byzantine  ornament,  and  even  of  the  Scandinavian  Runic  Knot,  are  suc- 
cessful. The  colour,  as  frequently  happens  in  Russia,  though  rather  crude 
and  violent,  is  happily  mindful  of  Oriental  practice.' 

These  notes  may  lead  the  way  to  the  discussion  of 
what  national  or  historic  style  it  is  wise  for  Russia  to 
espouse  in  her  schools  of  design. 

This  question  of  a  national  style  for  Russia  was  almost 
set  at  rest  in  the  very  remarkable  display  made  by  the 
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School  Stroganoff  in  the  last  exhibition  at  St.  Peters- 
burg. Specially  good  were  the  designs  applied  to  cera- 
mic manufactures  ;  also  the  drawings  based  upon  historic 
styles,  which  lay  claim  to  be  Russian.  Moreover,  in 
the  compartment  assigned  to  this  Ecole  Technique  of 
Moscow,  were  exhibited  illustrated  works  intended  to 
serve  as  grammars  of  Russian  ornament  for  the  use  of 
Russian  schools  of  art.  Moscow,  indeed,  has  taken 
honourable  position  in  the  literature  of  historic  arts : 
thus,  in  the  great  Paris  Exhibition,  under  '  Histoire  du 
Travail,'  I  find  mention  of  'Antiquites  de  I'Empire 
Russe :  ouvrage  en  446  planches  chromolithographiees 
accompagnees  de  texte — Oroujei'naia  Palata,  a  Moscow.' 
I  also  found  an  instructive  work,  'Manual  of  Christian 
Iconography,'  the  illustrations  taken  from  ancient  MSS. 
in  the  Greek  Church.  I  had  the  advantage  of  the 
guidance  of  M.  Boutovsky  through  the  Museum  of  Art 
and  of  Industry,  which,  in  imitation  of  the  doings  at 
South  Kensington,  Lyons,  and  Vienna,  has  recently  been 
set  on  foot  in  connexion  with  the  imperial  school  in 
Moscow.  The  museum  comprises  three  divisions — artistic, 
industrial,  and  historic.  The  artistic  department  com- 
prises plaster  casts  ;  the  industrial  part  is  represented 
by  ceramic  products,  textile  fabrics,  enamels,  glass,  &c.  ; 
the  third  section  is  dedicated  to  monuments  of  Sclavo- 
Russian  and  Byzantine  art,  both  originals  and  repro- 
ductions. The  series  of  historic  works  here  collected  in 
illustration  of  decorative  art  in  Russia  is  valuable  as 
wholly  without  example  elsewhere.  On  asking  the  di- 
rector upon  what  ground  designs  evidently  Byzantine 
in  style  had  been  appropriated  by  Russia,  the  reply 
was,  that  a  MS.  when  in  Russian  characters  was  pre- 
sumed to  be  of  Russian  origin.  The  answer,  though 
open  to  objection,  has  force.     In   corroboration  of  the 
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argument,  I  was  shown  in  the  Syndic  Library  of  the 
KremHn  a  series  of  Russian  MSS.,  commencing  with  the 
eleventh  century,  and  ending  with  the  sixteenth  century, 
which  in  good  degree  substantiated  a  claim  to  historic 
and  national  art.  The  impression,  however,  left  on  my 
mind  was,  that  Russia  at  all  times  has  imported  her  art 
from  foreign,  though  neighbouring  countries,  and  that 
the  utmost  she  can  claim  is  to  have  impressed  upon 
Byzantine  and  other  styles  some  distinctive  charac- 
ter of  her  own.  A  handsome  volume,  '  Histoire  de 
I'ornament  Russe  du  x^  au  xvii^  siecle  d'apres  les  manu- 
scrits,'  has  been  published  by  Morel  of  Paris.  The 
letterpress  is  furnished  by  M.  Boutovsky.  The  object  of 
the  work  is  to  show  to  Russian  artists  and  artisans  the 
types  of  a  truly  national  style.  For  this  end  are  pro- 
duced facsimiles,  to  the  number  of  one  hundred,  of  illu- 
minations from  ancient  Greek  and  Sclavonic  MSS.,  se- 
lected chiefly  from  the  Syndic  Library  at  Moscow  and 
the  Imperial  Library  in  St.  Petersburg.  A  second  folio, 
termed  '  didactic,'  contains  a  hundred  plates  representing 
the  ornamental  designs  which  may  be  derived  from  these 
sources. 

The  letterpress  revives  the  discussion  how  far  these 
ornaments  are  Byzantine  and  how  far  Sclavonic.  It  is 
argued,  that  so  far  as  they  are  Sclavonic  they  embody 
a  national  Russian  element.  Moreover,  M.  Boutovsky 
contends,  that  in  Russia  is  found  a  village  art  of  the 
people,  essentially  local,  and  therefore  distinct  from 
Greek  and  Oriental  styles.  It  is  also  asserted  that  the 
history  of  architecture  corroborates  like  conclusions. 
Thus,  over  and  above  Byzantine  and  Lombard  types, 
there  are  forms  which  expressly  pertain  to  Russia.  But 
the  argument  receives  its  chief  support  from  the  nu- 
merous Sclavonic- Russian  manuscripts  which  still  survive 
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the  ravages  of  time.  These  manuscripts,  which  are 
the  recipients  of  ornamentations  as  beautiful  as  they 
are  pecuHar,  extend  from  the  eleventh  to  the  eighteenth 
century.  The  most  characteristic  period  is  from  the 
twelfth  to  the  sixteenth  century. 

A  pamphlet,  which  M.  Boutovsky,  the  director  of  the 
Moscow  school,  has  forwarded  to  me  since  my  return 
to  England,  contains  an  interesting  programme  of  pro- 
ceedings. In  addition  to  details  before  given,  it  may  be 
stated  that  the  Moscow  school  has  been  instrumental 
in  collecting  ethnographic  and  archaeologic  data  in  the 
north-western  provinces  of  the  empire.  Of  the  important 
bearings  of  these  departments  I  was  the  better  able  to 
judge  on  a  visit  to  the  Moscow  Museum,  which  contains 
a  remarkable  ethnographic  collection,  as  well  as  a  series 
of  Christian  antiquities  elucidating  the  history  of  the 
Russian  Church.  That  the  Government  has  yet  to  per- 
form arduous  and  imperative  duties  may  be  judged  from 
the  following  requisitions,  condensed  from  the  manifesto 
of  M.  Boutovsky:  the  desiderata  are — (i.)  To  introduce 
the  teaching  of  design  in  its  A  B  C  in  all  the  establish- 
ments of  general  instruction  throughout  the  empire ; 
(2.)  To  encourage  special  schools  in  manufacturing  cen- 
tres ;  (3.)  To  frame  a  scheme  or  programme  of  art- 
teaching  best  suited  to  the  wants  of  the  nation  ;  (4.)  To 
encourage  in  manufacturing  centres  the  formation  of 
museums  of  art  and  industry,  and  to  establish  in  con- 
nexion therewith  Sunday  and  evening  classes  for  the 
teaching  of  design;  (5.)  To  organise  in  chief  towns 
societies,  composed  of  master-artisans  and  amateurs,  for 
the  general  management  of  schools  of  design  and  local 
museums  of  art  and  industry ;  (6.)  To  establish  normal 
schools  for  the  training  of  art-masters. 

M.  Boutovsky  has  at  various   exhibitions  put  to  the 
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proof  the  practical  results  of  the  teaching  in  the  Moscow 
school.  He  has  done  well  to  select  such  products  as 
bear  most  closely  on  the  historic  styles  which  claim 
Russian  origin.  That  he  is  fully  alive  to  the  exigencies 
of  the  case  becomes  evident  from  the  pamphlet  he 
has  published  on  'art-education.'  It  is  therein  stated 
that  Russian  manufactures  are  beginning  to  assume  in 
form  and  ornament  a  national  character  ;  that  this  has 
become  inevitable  and  imperative  from  the  zeal  which  the 
Government  and  the  people  evince  in  the  study  of  the 
ancient  monuments  of  the  country.  Historic  and  pre- 
historic times  open  vast  storehouses  whence  Russian 
artists  and  artisans  may  draw  inspiration,  enter  on 
spheres  of  invention,  and  invoke  styles  national  and 
independent. 

Russia,  as  we  all  know,  has  long  made  up  her  mind 
to  take  a  foremost  place  among  the  great  powers.  Her 
material  resources  are  vast,  her  empire  extends  over 
a  sixth  part  of  the  terra  firma  of  the  globe,  her  popula- 
tion amounts  to  70,000,000,  her  revenue  to  ;^5 0,000,000 
sterling.  In  the  course  of  a  few  years  a  grandly  con- 
ceived system  of  railways  will  further  develop  her  all  but 
exhaustless  resources.  The  future  of  the  empire  must 
now  greatly  depend  upon  the  intellectual  forces  brought 
into  the  field,  upon  the  sphere  which  shall  be  open  for 
mental  growth,  for  scientific  advance,  and  artistic  de- 
velopment. The  rulers  of  the  land  are  fortunately  alive 
to  the  pressing  emergency.  The  civilisation  of  the 
country  will  not  be  worth  much  in  the  eyes  of  other 
nations  if  it  remain,  as  now,  the  servile  transcript  of  the 
habits  and  customs  of  Western  Europe ;  if  sciences  and 
arts  are  still  imported  from  France,  Germany,  and  Italy; 
if  even  language  and  fashion  in  highest  circles  remain 
Parisian.     Russia  will  show  culpable  lack  of  energy  and 
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patriotism  if  she  do  not  assert  intellectual  independence, 
and  establish  her  distinctive  nationality.  In  the  arts,  at 
all  events,  her  line  of  action  is  clearly  defined.  Assuredly 
her  physical  geography,  national  products,  ethnography, 
and  religion,  are  sufficiently  distinctive  to  form  the  basis 
of  a  national  art.  Her  antiquarian  remains,  comprising 
Northern  antiquities  in  Finland,  classic  works  in  the 
Crimea,  metal-work  of  Scythia,  aboriginal  and  primitive, 
Byzantine  illuminations  in  monasteries  and  churches, 
and  Eastern  phases  of  ornament  from  CircassiS,  and 
Georgia,  furnish  rare  and  rich  material  out  of  which  to 
form  styles  original  yet  historic. 

These  treasures  in  St.  Petersburg,  Moscow,  and  the 
great  monasteries,  seem  to  indicate  a  possible  threefold 
development.  First,  in  the  direction  of  '  Northern  anti- 
quities,' as  exemplified,  for  instance,  at  the  St.  Peters- 
burg Exhibition  by  jewelry  designed  from  ancient 
Finnish  metal-work,  not  dissimilar  to  the  jewelry  which 
in  Dublin  has  been  adapted  from  ancient  Irish  designs. 
A  school  thus  formed  would  train  up  skilled  workers  in 
filigree,  modelling,  and  chasing.  Then,  secondly,  Byzan- 
tine art  having  through  ages  grown  almost  as  a  second 
nature  among  the  people,  Russia  may,  I  think,  with 
reason  appropriate  the  Byzantine  style  to  her  own  use. 
Moreover,  as  Byzantium  is  practically  extinct,  Russia, 
for  more  reasons  than  one,  has  the  power,  and  possibly 
the  right,  to  usurp  the  heritage  of  the  empire  of  the 
East.  Already  the  best  decorative  art  in  Russia  is 
directly  Byzantine.  Russian  artisans  are  most  happy 
when  they  imitate,  emulate,  and  adapt  that  style  which, 
having  originated  in  the  Eastern  Roman  empire,  has 
become  the  sacred  art  of  the  Eastern  Church.  The 
third,  last,  and  possibly  fittest  sphere  for  development 
is  still  more  Eastern  or  Oriental.  Russia  not  only  borders 
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upon  ancient  Byzantium,  but  she  is  the  close  neighbour 
of  Persia,  India,  China.  In  her  pubHc  marts  the  most 
artistic  goods  —  embroidered  silks,  carpets,  rugs,  and 
even  printed  cottons — are  in  style  Oriental.  Russia  in 
fact,  if  she  be  wise,  will  constitute  herself  the  exponent 
and  champion  of  the  Eastern  arts.  This  line  of  action 
she  might,  with  advantage  to  the  world,  make  her  mis- 
sion. She  has,  too,  as  the  head  of  the  Greek  or  Eastern 
Church,  to  maintain  in  art  a  commanding  position.  But 
this  question  is  far  too  complex  and  difficult  for  discus- 
sion in  a  single  paragraph.  In  conclusion,  I  would  simply 
point  out  that  the  'Northern,'  'Byzantine,'  and  'Oriental' 
arts  above  dispersed  over  three  divisions  have  manifest 
points  of  contact.  What  is  decorative  and  useable  in 
'  Northern '  antiquities  is  due,  I  believe,  to  an  Eastern 
origin  ;  and  as  to  the  Byzantine  school,  it  did  not  exist 
till  the  Romans  made  Constantinople  their  Eastern 
capital  Therefore  I  think  it  were  wise  for  schools  of 
design  in  Russia  to  seek  for  a  national  style  in  the  di- 
rection of  the  East.  Any  such  style  could,  of  course, 
only  become  conterminous  with  a  vast  empire  and  varied 
races  by  making  itself  widely  representative.  Wholly 
to  exclude  light  from  the  West  would  throw  Russia 
into  a  position  behind  the  age ;  and  yet  her  strength 
manifestly  lies  in  her  vantage-ground  in  the  East.  The 
problem  to  be  worked  out  becomes  obviously  complex  ; 
and  the  policy  which  the  Government  ought  to  pursue, 
though  imperative,  is  far  from  simple.  The  temptation, 
judging  from  documents  before  us,  seems  to  be  to  copy 
South  Kensington  wholesale.  This  course,  as  to  organi- 
sation, may  be  sound  ;  but,  on  the  other  hand,  Russia 
simply  commits  suicide  if  she  barter  her  historic  birth- 
right, and  take  in  exchange  hybrid  arts  of  Western 
Europe,  the  corrupt  progeny  of  the  Italian  Renaissance. 
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CHAPTER   XV. 

KIEF,   THE   CITY   OF   PILGRIMAGE. 

Kief,  the  Jerusalem  of  Russia,  is  by  nature  marked 
for  distinction  ;  she  rises  hke  an  Etruscan  city  from  the 
plain  ;  she  is  flanked  by  fortifications  ;  she  is  pleasantly 
clothed  by  trees,  and  height  beyond  height  is  crowned 
by  castle  or  by  church.  Fifty  thousand  pilgrims  an- 
nually, many  of  whom  are  footsore  from  long  and  weary 
journeying,  throw  themselves  on  their  knees  as  they  see 
the  sacred  city  from  afar :  her  holy  places  shine  in  the 
sun  as  a  light  set  upon  a  hill  which  cannot  be  hid. 
Three  holy  shrines  which  I  can  recall  to  mind — Kief, 
AssisI,  and  Jerusalem — are  alike  fortunate  in  command 
of  situation  ;  the  approach  to  each  is  most  impressive. 
In  Kief  particularly  the  natural  landscape  is  heightened 
in  pictorial  effect  by  the  picturesque  groups  of  pilgrims, 
staves  in  hand  and  wallets  on  back,  who  may  be  seen 
at  all  hours  of  the  day  clambering  up  the  hill,  resting 
under  the  shadow  of  a  tree,  or  reverently  bowing  the 
head  at  the  sound  of  a  convent  bell. 

Kief  is  not  one  city,  but  three  cities,  each  with  its  own 
fortification.  The  old  town,  strong  in  position,  and  en- 
closing within  its  circuit  the  cathedral  of  St.  Sophia  and 
the  palace  of  the  Metropolitan,  was  in  remote  ages  a 
Sclavonian  Pantheon,  sacred  to  the  Russian  Jupiter  and 
other  savage  gods.  The  new  town,  separated  from  the 
old  town  by  a  deep  ravine,  stands  on  a  broad  platform 
which  rises  precipitously  from  the  banks  of  the  Dneiper. 
The  walls  are  massive,  the  fort  is  strong,  and  the  famous 
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monastery,  the  first  in  rank  in  Russia,  with  its  gilt  and 
coloured  domes,  shines  from  out  the  shade  of  a  deep 
wood.  The  third  division,  'the  Town  of  the  Vale,' 
situated  between  the  hills  and  the  river,  is  chiefly 
devoted  to  commerce.  Without  much  stretch  of  fancy 
it  might  be  said  that  Kief,  like  Rome,  Lisbon,  and  some 
other  cities,  is  built  on  seven  hills.  And  thus  the  pic- 
torial aspect  changes  almost  at  every  step  :  a  winding 
path  will  bring  to  view  an  unsuspected  height,  or  open 
up  a  valley  previously  hid.  The  traveller  has  in  the 
course  of  his  wanderings  often  to  feel  thankful  that 
a  kind  providence  has  planted  sacred  places  in  the 
midst  of  lovely  scenery.  The  holy  mountain  at  Varallo, 
the  sacred  hill  at  Orta,  are,  like  the  shrines  of  Kief,  made 
doubly  pleasant  for  pilgrimage  through  the  beauties  of 
nature  by  which  they  are  surrounded.  It  is  said  that 
at  the  monastery  of  the  Grande  Chartreuse  the  monks 
do  not  permit  themselves  to  look  too  much  at  the 
outward  landscape,  lest  their  hearts  should  by  the 
loveliness  of  earth  be  estranged  from  heaven.  I  do 
not  think  that  Russian  priests  or  pilgrims  incur  any 
such  danger.  When  they  are  neither  praying  nor  eat- 
ing they  are  sleeping ;  in  short,  I  did  not  among  the 
motley  multitude  see  a  single  eye  open  to  the  loveliness 
of  colour  in  the  sky  above,  or  to  the  beauty  of  form 
in  the  earth  beneath.  It  is  singular  how  obtuse  these 
people  are ;  I  have  noticed  in  a  crowded  railway  car- 
riage that  not  a  face  would  be  turned  to  the  glory  of 
the  setting  sun,  but  if  a  church  tower  came  into  view 
on  the  distant  horizon,  every  hand  was  raised  to  make 
the  sign  of  the  cross.  While  taking  my  observations 
among  the  pilgrims  at  Kief  I  was  struck  with  the  fact, 
not  only  that  a  superstitious  faith,  but  that  a  degraded 
art  blinds  the  eye  to  the  beauty  of  nature.     It  is  one 
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of  the  high  services  of  true  art  to  lead  the  mind  to  the 
contemplation,  to  the  love  and  the  better  understanding, 
of  the  works  of  creation.  But,  on  the  contrary,  it  is  the 
penalty  of  this  Byzantine  art  to  close  the  appointed 
access  between  nature  and  nature's  God.  An  art  which 
ignores  and  violates  truth  and  beauty  cannot  do  other- 
wise than  lead  the  mind  away  from  nature.  This  seemed 
one  of  the  several  lessons  taught  by  Kief,  the  city  of 
pilgrimage. 

Sketchers  of  character  and  costume  will  find  excellent 
studies  among  the  pilgrims  at   Kief.     The  upper  and 
educated   classes,  who   in   Russia  are  assimilating  with 
their   equals    in    other    nations,    and    are   therefore   not 
tempting  to  the  pencil  or  the  brush,  do  not,  as  we  have 
already   seen,  come   in    any    numbers    to   these   sacred 
shrines.     It  is  the  lower  orders,  who   still   preserve  the 
manners    and    customs   of   their   ancestors,    that    make 
these  church  festivals   so  attractive  to  the  artist.     The 
variety  of  races  brought  together  from  afar — a  diversity 
only  possible  within  an  empire,  like  Russia,  made  up  of 
heterogeneous   materials — might    serve   not  only  to  fill 
a  portfolio,  but  to  illustrate  a  volume  ;    the  ethnologist 
equally  with  the  painter  would  find  at  the  time  of  great 
festivities  curious  specimens  of  humanity.     I  remember 
some  years   ago  to  have    met  with  the  French  artist, 
M.  Theodore  Valerio,  when   he  had  brought  home  the 
'Album  Ethnographique '  from   Hungary,  Croatia,  and 
the  more  distant  borders  of  the  Danube.     It  was  quite 
refreshing,  after  the  infinite  number  of  costume-studies 
I  had  seen  from  Italian  peasantry,  to  find  that  art  had 
the   possibility  of   an    entirely  new  sphere    among   the 
Sclavonic  races.     A  like  field  for  any  painter  of  enter- 
prise is  now  open   in   Russia.     The   large  and   famous 
composition,  '  The  Butter  Week  (Carnaval)  in  St.  Peters- 
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burg,'  by  C.  Makowski,  already  described   in    previous 
chapters,  may  serve  to  indicate  the  hitherto  undeveloped 
pictorial    resources    of  the    empire.     When    the    condi- 
tions are  new  there  is  a  possibility  that  the  art   may 
be   new  also.     The  ethnology,  the  physical  geography, 
the    climate,   the    religion,  the  products  of  the   animal 
and  vegetable  kingdoms,  so  far  as  they  are  peculiar  to 
Russia,  will  some   day   become   reflected    into   the   na- 
tional art.     It  is  true  that  the  painter  may  occasionally 
feel  a  want  of  colour,  the  costumes  of  the  peasant  are 
apt   to   be   dull   and   heavy,  yet  not   unfrequently   rags 
and  tatters  bring  compensation  by  picturesque  outlines 
and  paintable  surface-textures.     At  Kief,  however,  the 
traveller  is  sufficiently  South   and  East  to  fall   in  with 
warm  Southern    hues    and  Oriental    harmonies,  broken 
and  enriched  moreover  among  the  lower  orders  by  that 
engrained  dirt  which  I  have  usually  noted  as  the  special 
privilege  and  prerogative  of  pilgrims  in  all  parts  of  the 
world.     The  use  of  soap  would   seem  to  be  accounted 
as  sacrilege   on   religious    sentiment.     What  with   dust, 
and    what   with    sun,    the    wayfarers    who    toil    up    the 
heights  leading  to  the  holy  hill   have  gained  a  colour 
which  a  Murillo  would  delight  in.     The  face  and  neck 
bronzed  by  the  hot  sun  tell  out  grandly  from  a  flowing 
mass  of  hair  worthy  of  a  patriarch. 

Beggars,  who  in  Russia  are  as  thick  about  the  churches 
as  the  pigeons  that  pick  up  crumbs  in  front  of  St.  Mark's, 
are  almost  essential  to  the  histrionic  panoramas  at  these 
places  of  pilgrimage.  I  have  never  seen  so  large  or  so 
varied  a  collection  of  professional  and  casual  mendicants 
as  within  and  about  the  sacred  enclosures  of  Kief. 
Some  appeared  to  enjoy  vested  rights;  these  privileged 
personages  would  as  little  endure  to  be  driven  from  a 
favoured  post  as  with  us  a  sweeper  at  a  crossing  would 
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tolerate  a  rival  broom.  Several  of  these  waiters  upon 
charity  might  be  termed  literary  beggars  ;  their  function 
is  to  read  aloud  from  a  large  book  in  the  hearing  of  the 
passers-by.  They  are  often  infirm,  and  occasionally 
blind,  but  they  read  just  the  same.  Another  class 
may  be  called  the  incurables  ;  in  England  they  would 
be  kept  out  of  sight,  but  here  in  Russia,  running  sores, 
mutilated  hands  and  legs,  are  valuable  as  stock-in-trade. 
Loathsome  diseases  are  thrust  forward  as  a  threat,  dis- 
torted limbs  are  extortionate  for  alms  ;  it  is  a  piteous 
sight  to  see;  some  of  these  sad  objects  are  in  the  jaws 
of  death,  and  come  apparently  that  they  may  die  on 
holy  ground.  Another  class  may  be  called  the  pious 
beggars ;  they  stand  at  the  church  doors ;  they  are 
picturesque  and  apostolic  ;  long  beards  and  quiet  bear- 
ing, with  a  certain  professional  get-up  of  misery  and 
desolation,  make  these  sacred  mendicants  grand  after 
their  kind.  Such  figures  are  usually  ranged  on  either 
side  of  the  chief  entrance  ;  they  are  motionless  as  statues, 
save  when  in  the  immediate  act  of  soliciting  alms;  indeed 
I  have  sometimes  noticed  how  beggars  standing  before 
a  church  fayade  are  suggestive  of  statuary,  the  want  of 
which  is  so  much  felt  in  the  unsculpturesque  architecture 
of  Russia.  Pilgrims  and  beggars — the  line  of  demarca- 
tion it  is  not  always  easy  to  define — have  an  Oriental 
way  of  throwing  themselves  into  easy  and  paintable 
attitudes  ;  in  fact  posture  plays  a  conspicuous  part  in 
the  devotions  of  such  people  ;  they  pray  bodily  almost 
more  than  mentally — the  figure  and  its  attendant  cos- 
tume become  instruments  of  worship. 

The  cathedral  of  St.  Sophia,  which  dates  back  to  the 
eleventh  century,  is  of  interest  from  its  resemblance  to 
St.  Mark's,  Venice,  in  the  plan  of  the  Greek  cross,  in  the 
use  of  domes  and  galleries,  and  in  the  introduction  of 
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mosaics  as  surface-decorations.  I  saw  the  galleries  full 
of  fashionable  worshippers  ;  the  galleries  in  St.  Mark's, 
on  the  contrary,  are  always  empty  and  useless,  though 
constructed  for  use.  In  the  apse  are  the  only  old 
mosaics  I  have  met  with  in  Russia  :  it  is  strange  that 
an  art  which  specially  pertains  to  Byzantium  was  not 
turned  to  more  account  by  the  Greco-Russian  Church. 
There  is  in  the  apse,  besides,  a  subject  composition — a 
noble  female  figure,  colossal  in  size,  the  arms  upraised  in 
attitude  of  prayer,  the  drapery  cast  broadly  and  sym- 
metrically. In  the  same  interior  are  associated  with 
mosaics,  frescoes,  or  rather  wall-paintings  in  'secco.' 
On  the  columns  which  support  the  cupola  are  frescoes 
which,  though  of  no  art  value,  naturally  excited  curiosity 
when  they  were  discovered  some  few  years  since,  after 
having  been  hid  for  two  or  more  centuries  by  a  covering 
of  whitewash.  Some  other  wall-pictures  are  essentially 
modern,  and  others  have  been  restored,  after  Russian 
usage,  in  so  reckless  and  wholesale  a  fashion  as  to  be 
no  longer  of  value  as  archaeologic  records.  In  the  stair- 
case leading  to  the  galleries  are  some  further  wall- 
paintings,  said  to  be  contemporaneous  with  the  building 
of  the  cathedral ;  the  date,  however,  is  wholly  uncertain. 
These  anomalous  compositions  represent  a  boar-hunt 
and  other  sports,  with  groups  of  musicians,  dancers, 
and  jugglers,  intervening.  In  accord  with  the  secular 
character  of  the  subjects  is  the  rude  naturalism  of  the 
style.  Positive  knowledge  as  to  date  being  wanting,  it 
is  impossible  to  speak  of  these  works  otherwise  than 
to  say  that  they  cannot  be  of  Byzantine  origin.  If  of 
real  antiquity  they  will  have  to  join  company  with  other 
semi-barbaric  products  in  metal,  &c.,  which  prove,  as  we 
have  seen,  that  Russia  has  two  historic  schools,  the 
Byzantine,  on  the    one   hand,  debilitated    and    refined, 
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as  of  periods  of  decline,  and,  on  the  other,  a  non- 
Byzantine  and  barbarous  style,  strong  and  coarse  as  of 
races  still  vital  and  vigorous.  A  like  conflict  is  found 
in  the  North  of  Italy  between  the  Byzantine  and  the 
Lombard  manner ;  and  even  in  England  the  west  front 
of  Wells  Cathedral  presents  the  same  unresolved  con- 
tradictions. It  would  seem  that  over  the  greater  part 
of  Europe,  Eastern  as  ^vell  as  Western,  these  two  hostile 
arts  were  practised  contemporaneously :  at  all  events 
the  same  buildings  are  found  to  display  the  two  oppo- 
site styles.  It  would  appear  probable,  however,  that  the 
respective  artists  or  artisans  belonged  to  at  least  two 
distinct  nationalities. 

The  Pecherskoi  Monastery  or  Kievo-Pecherskaya 
Lavra  at  Kief,  the  Kremlin  in  Moscow,  and  the 
grand  monastery  of  Troitza,  have  this  in  common,  that 
the  situation  is  commanding,  the  site  elevated.  Also, 
these  three  venerable  sanctuaries  are  strongholds,  for 
though  the  holy  places  at  Kief  are  not  on  all  sides 
fortified,  yet  the  approach  from  the  old  city,  which 
is  the  most  accessible,  lies  along  bastions  and  walls. 
In  fact,  here  we  have  again  a  semblance  to  the  ancient 
idea  of  a  church,  a  citadel,  and  a  palace  united,  as  in 
an  acropolis — the  Church  and  the  State  being  one ;  the 
arm  of  the  flesh  sustaining  the  sword  of  the  spirit — 
a  condition  of  things  which  has  always  given  to  the 
world  its  noblest  art.  The  walk  to  this  most  ancient 
monastery  in  Russia  passes  pleasantly  by  the  side  of  a 
wood,  then  opens  a  view  of  the  vast  plain  beneath, 
intersected  by  the  river  Dneiper,  over  which  is  flung  the 
great  suspension-bridge  built  by  the  English  engineer, 
Charles  Vignolles,  at  the  cost  of  ;^3 50,000.  The  im- 
mediate approach  is  lined  with  open  shops  or  stalls 
for   the   sale  of  sacred    pictures,  engravings   of   saints. 
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and  other  articles  which  pilgrims  love  to  carry  back 
to  their  homes.  Within  the  enclosure  trees  throw 
a  cool  shade,  under  which,  as  in  the  courtyards  of 
mosques  in  Constantinople,  the  hot  and  weary  may 
repose. 

The  cathedral  dedicated  to  the  ascension  of  the  Virgin 
has  not  the  slightest  pretence  to  external  architecture. 
The  walls  are  mostly  whitewashed,  and  some  of  the 
windows  have  common  square  heads  crowned  by  mean 
pediments ;  the  intervening  pilasters  and  floral  decora- 
tions in  relief,  and  all  in  the  midst  of  whitewash,  are  of 
the  poorest  character.  The  seven  gilded  cupolas  or 
domes  may  be  compared  to  inverted  cups  surmounted 
by  crosses.  The  form  resembles  the  cup  commonly 
combined  in  the  fantastic  towers  and  spires  of  Pro- 
testant churches  in  Germany,  where,  however,  it  has 
been  supposed  to  signify  that  the  laity  partake  of  the 
chalice.  These  domes  are  made  further  decorative  at 
the  point  of  the  small  circular  neck  .which  connects  the 
cupola  with  the  upper  member  or  finial ;  around  this 
surface  is  painted  a  continuous  series  of  single  saints 
standing ;  the  effect  of  these  pictures  against  the  sky, 
if  not  quite  artistic,  is  striking.  Other  parts  of  the 
exterior  may  indicate  Italian  rather  than  Oriental  origin, 
but  the  style  is  far  too  mongrel  to  boast  of  any  legiti- 
mate parentage.  Here,  as  in  the  Kremhn,  are  external 
wall-paintings  of  saints,  some  standing  on  solid  ground, 
others  sitting  among  clouds :  the  Madonna  is  of  course 
of  the  company,  and  the  First  and  Second  Persons  of  the 
Trinity  crown  the  composition.  The  ideas  are  trite  and 
the  treatment  is  contemptible — the  colours  pass  from 
dirty  red  into  brown  and  black.  These  certainly  are 
the  worst  wall-paintings  I  have  ever  met  with,  worse 
even  than  the  coarsest  painted  shrines  on  the  waysides 
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of  Italy  ;  indeed  no  Church  save  the  Greek  Church  would 
tolerate  an  art  thus  debased.  A  year  after  my  journey 
to  Kief  I  travelled  through  the  Tyrol  on  my  way  from 
the  Ammergau  Passion  Play.  The  whole  of  this  district 
abounds  in  frescoes,  many  being  on  the  external  walls  of 
private  dwellings.  This  village  art  of  the  Bavarian  High- 
lands, though  often  the  handiwork  of  simple  artisans,  puts 
to  shame  both  the  external  and  the  internal  wall-paint- 
ings at  Kief,  Troitza,  and  the  Kremlin.  Yet  this  contrast 
between  Russia  and  Southern  nations  does  not  arise  so 
much  from  the  higher  ability  of  the  artists,  as  from  the 
superiority  of  the  one  school  to  the  other  school.  The 
pictorial  arts  fostered  by  the  Western  Church  are  funda- 
mentally true,  while  the  arts  which  the  Eastern  Church 
has  patronised  and  petrified  are  essentially  false  and 
effete. 

The  scene  which  strikes  the  eye  on  entering  this  party- 
coloured  Cathedral  of  the  Assumption,  though  strange, 
is.  highly  picturesque.  To  this  holy  shrine  are  brought 
the  halt,  the  lame,  and  the  blind,  as  to  the  moving  of  the 
w^aters.  Some  press  forward  to  kiss  the  foot  of  a  crucifix, 
others  bow  the  head  and  kiss  the  ground,  a  servile  atti- 
-tude  of  worship,  which  in  the  Greco-Russian  Church  has 
been  borrowed  from  the  Mohamedans.  The  groups 
which  throng  the  narrow,  crowded  floor,  are  wonder- 
fully effective ;  an  artist  with  sketch-book  in  hand 
would  have  many  a  good  chance  of  catching  graphic 
heads  and  costumes,  and  all  the  more  easily  because 
these  pilgrims  are  not  so  lively  as  lethargic.  Still, 
for  grand  scenic  impression,  I  have  never  in  Russia 
witnessed  any  church  function  so  striking  as  the  piazza 
in  front  of  St.  Peter's  on  Easter  Day,  when  all  Rome 
flocks  to  receive  the  Pope's  blessing  from  the  balcony. 
Yet  the  whole  interior  of  this  cathedral  is  itself  a  picture. 
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or  rather  a  countless  succession  of  pictures  ;  as  to  the 
architecture  there  is  not  the  minutest  space  that  has  not 
been  emblazoned  by  aid  of  a  paint-pot. 

But  the  greatest  marvel  in  this  Cathedral  of  the 
Assumption  is  the  '  iconastas,'  or  screen  for  the  sacred 
pictures,  a  structure  indispensable  to  all  Russian  churches, 
of  which  I  have  withheld  the  description  till  now,  when  I 
find  myself  in  front  of  a  larger  and  more  astounding 
erection  than  can  be  found  in  St.  Petersburg,  Moscow, 
or  Troitza.  In  small  churches  these  sacred  placards, 
bearing  the  character  of  drop-scenes,  are  apt  to  be 
paltry,  indeed  the  irreverent  stranger  may  even  be  re- 
minded of  painted  caravans  at  village  fairs.  But  in 
large  cathedrals  the  screen  which  stands  between  the 
people  in  the  nave  and  the  priests  in  the  holy  of 
holies,  presents  a  vast  fa9ade,  upon  which  are  ranged, 
in  three,  four,  or  five  stories,  a  multitude  of  sacred 
pictures  covered  with  gold  and  decked  with  jewels. 
These  elaborate  contrivances  correspond  to  the  reredos 
in  Western  churches,  only  with  this  important  differ- 
ence, that  they  are  not  behind  the  holy  place  but  in 
front  of  it.  They  might,  perhaps,  with  more  correct- 
ness be  compared  to  the  rood-screens  which  in  our 
churches  stand  between  the  altar  and  the  people.  The 
sacred  screen  now  before  me  mounts  its  head  into  the 
dome,  and  presents  an  imposing  and  even  an  architec- 
tonic aspect,  but  certain  details,  such  as  classic  mouldings 
of  columns,  and  a  broken  entablature,  pronounce  the 
edifice  to  be  comparatively  modern.  The  summit  is 
fitly  crowned  by  a  crucifix,  almost  in  the  flat,  in  order 
not  to  evade  the  law  of  the  Russian  Church,  which  pro- 
hibits statues  in  the  round  ;  the  figure  of  Christ  is  silver, 
the  cross  and  the  drapery  of  gold  or  silver-gilt.  On 
either  side   of  the    crucifix   stand    at    their  prescriptive 
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Stations  the  Madonna  and  St.  John.  On  the  story 
beneath  comes  the  entombment,  all  covered  with  gold 
and  silver,  in  a  low-relief  which  indicates  the  forms  of 
the  figures  beneath  ;  the  heads,  which  are  not  in  relief 
but  merely  pictorial,  are  the  only  portions  of  the  pic- 
ture actually  visible. 

These  altar-screens,  which  in  Russia  are  counted  not 
by  tens  but  by  hundreds  and  thousands,  are  highly 
ornate.  Silver  and  gold  and  jewelry  are  conjoined  with 
painting  after  the  nursery  and  doll-like  fashion  approved 
in  the  south  of  Spain  and  at  Naples.  Only  in  the  most 
corrupt  of  Roman  Catholic  capitals  does  ecclesiastical  art 
assume  the  childish  forms  common  in  Russia.  Resum.ino- 
the  description  of  the  above  altar-screen,  we  find  next  in 
range  below  the  entombment  a  large  composition,  com- 
prising God  the  Father  surrounded  by  cherubs,  with  two 
full-grown  seraphs,  encircled  by  six  gold  wings,  stand- 
ing on  either  side.  Again,  the  only  parts  of  the  picture 
permitted  to  be  seen  are  heads,  crossed  hands,  black 
legs  and  feet.  Christ  with  the  open  book  of  judgment 
is  another  conspicuous  figure ;  also  a  companion  head, 
gigantic  in  size,  is  the  Madonna,  directly  Byzantine  in 
type,  though  its  smooth  and  well-kept  surface  gives 
little  sign  of  age.  The  Christ,  too,  must  be  accounted 
but  as  modernised  Byzantine ;  here  is  none  of  the 
severity  or  of  the  tenuity  of  the  early  periods.  The 
type  is  poor  though  refined,  debilitated  though  ideal. 
The  hair,  parted  on  the  forehead,  falls  thickly  on  the 
shoulders.  The  face  is  youthful,  not  more  than  thirty, 
and  without  a  wrinkle ;  the  cheeks  are  a  little  flushed, 
the  prevailing  expression  is  placidity.  The  accessories 
of  glory,  drapery,  and  open  book  are  highly  decorative ; 
here  embossed  patterns  on  the  gold  coverings  enhance 
the  richness  of  the   surface-ornament.     Once  again  the 
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Russians  appear  supreme  in  metal-work,  especially  in  the 
elaboration  of  decoration  in  the  flat.  Most  of  the  pic- 
tures before  mentioned  are  evidently  supremely  holy  ; 
they  are  black  and  highly  gilded  ;  moreover  they  move 
most  deeply  all  sorts  and  conditions  of  men,  women, 
and  children. 

I  may  here  again  mention  that  one  purpose  of  my 
Russian  journey  was  to  discover  whether  there  were 
heads  of  Christ  in  the  possession  of  the  Russian  Church 
older  or  nobler  than  the  ivory  carvings,  the  frescoes, 
or  easel  pictures  which  are  found  in  Italy  and  other 
Southern  or  Western  nations.  And  I  was,  I  confess, 
disappointed  not  to  meet  with  any  data  which  could 
materially  enlarge  or  enrich  this  most  interesting  of 
subjects.  As  to  priority  of  date,  it  seems  to  be  entirely 
on  the  side  of  the  Roman  catacombs  and  the  Latin 
Church ;  moreover,  in  Russia,  as  I  have  before  fre- 
quently remarked,  chronology  is  untrustworthy,  inas- 
much as  comparatively  modern  works  assume  and 
parody  the  style  of  the  most  ancient.  The  heads  of 
Christ  in  Russia,  one  of  which  has  been  just  described, 
are,  as  already  said,  more  or  less  servile  reproductions 
of  Byzantine  types.  Still  the  typical  form  is  found 
under  varying  phases ;  the  general  tendency  in  these 
replicas  of  anterior  originals  would  appear  to  be  towards 
the  mitigation  of  the  asperities  in  the  confirmed  Byzan- 
tine formulas.  Thus  the  more  recent  heads  of  the 
Saviour  in  the  churches  of  St.  Petersburg,  Moscow, 
Troitza  and  Kief,  assume  a  certain  modern  manner,  and 
occasionally  wear  a  smooth,  pretty,  and  ornamental 
aspect.  In  these  variations  on  the  prescriptive  Eastern 
type,  the  hair  usually  flows  down  upon  the  shoulders,  as 
with  the  Greek  and  Russian  priests  in  the  present 
day.     As  to  the  beard,  it  is  thick  and  full,  or  short  and 
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scant,  but  the  cheeks  are  left  uncovered,  and  show  an 
elongated  face  and  chin. 

These  Russian  heads  of  the  Saviour  In  softening 
down  the  severe  and  aged  type  common  to  Byzan- 
tium, assume  a  physiognomy  not  sufficiently  intellectual 
for  the  Greatest  of  Teachers.  These  'images'  in  fact 
inspire  little  reverence  except  with  blind  worshippers; 
they  are  mostly  wrought  up  and  renovated,  so  as  to 
fulfil  the  preconceived  conditions  of  sanctity :  unde- 
fined generality,  weakness,  smoothness,  and  blackness, 
are  the  common  characteristics  of  these  supposititious 
heads  of  the  Saviour.  It  will  thus  again  be  easily 
understood  how  opposite  has  been  the  practice  of  the 
Eastern  and  Western  Churches ;  it  is  a  striking  fact 
that  at  the  time  when,  in  Italy,  under  Leonardo  da 
Vinci,  Raphael  and  others,  the  mystery  of  a  God 
manifest  in  the  flesh  had  been  as  it  were  solved  by  a 
perfected  art,  this  Russian  Church  was  still  under 
bondage  to  the  once  "accepted  but  now  discarded 
notion  that  the  Redeemer  ought  to  be  represented  as 
one  who  had  no  form  or  comeliness.  Art  in  the 
Western  world  gained  access  to  the  beautiful,  the  per- 
fect, and  the  divine,  as  soon  as  it  was  permitted  to 
the  painter  or  the  sculptor  to  develope  to  uttermost 
perfection  the  idea  of  the  Man-God.  All  such  con- 
ceptions of  the  infinite,  whether  it  be  that  of  Jupiter 
in  pagan  periods,  or  of  Christ  under  our  divine  dispen- 
sation, have  always  been  the  life  and  inspiratio^i  of 
the  arts.  But  in  Russia  ignoble  heads  of  Christ  con- 
vinced me  that  such  life  and  inspiration  were  denied. 
And  I  look  upon  the  head  of  Christ  as  the  turning- 
point  in  the  Christian  art  of  a  nation.  If  that  head  be 
conceived  of  unworthily  there  is  no  possibility  that 
prophets,  apostles,  martyrs,  shall  receive  their  due. 


CHAPTER    XVI. 

RELATION    BETWEEN     THE     RELIGIOUS     ARTS,     THE 
RUSSIAN   CHURCH,    AND   THE   RUSSIAN   PEOPLE. 

The  religious  arts  in  the  Russian  Church  are  greatly 
prejudiced  by  the  prohibition  under  the  second  Mosaic 
commandment  of  the  use  of  statues.  It  is  true  there 
has  been  a  partial  evasion  of  this  restriction,  inasmuch 
as  though  figures  in  the  round  are  not  admissible,  no 
veto  is  put  upon  low-reliefs  or  even  on  high-reliefs, 
especially  if  the  enclosing  border  or  frame  is  made 
to  project  to  the  outermost  limits  of  the  encircled 
figure.  It  were  beyond  my  purpose  to  show  how 
unreasonable  is  this  distinction.  I  will  merely  take 
things  as  I  find  them,  and  shall  at  once  proceed  to 
point  out  in  briefest  terms  hovv^  injurious  has  proved 
this  prohibitory  edict  on  the  arts  of  the  Russian  Church. 

Whatever  derogates  from  the  use  of  the  human 
figure  degrades  art  :  the  noblest  periods  in  architec- 
ture, whether  we  recur  to  the  time  of  Phidias,  or  to 
those  subsequent  ages  when  Gothic  cathedrals  re- 
ceived elaborate  carvings  under  portals  and  niches,  have 
always  been  identified  with  great  works  in  sculpture. 
And  one  reason  I  take  it  why  the  church  architecture 
of  Russia  remains  flimsy  and  false,  thin  and  flat  in 
surface,  and  weak  in  shadow,  is  that  the  plastic  arts 
have  been  ignored,  that  modelling  has  been  neglected,, 
and  that  in  place  of  the  sculptor's  chisel  has  been 
substituted    the    painter's   brush.     In   fact   architecture 
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is  by  the  Greek  Church  denuded  of  ennobHng  sculp- 
ture, for  though  statues,  when  external  or  not  used 
in  worship,  are  not  absolutely  forbidden,  they  are 
so  seldom  seen  that  they  can  scarcely  be  said  to 
exist.  Milan  Cathedral,  with  its  company  of  saints 
thronging  the  upper  sky,  were  wholly  out  of  place 
within  the  Russian  dominions.  And  yet  the  Milanese 
school  of  sculpture,  which  down  to  the  present  day 
holds  a  distinctive  position  in  Italy,  has  been  reared 
and  kept  alive  by  the  continuous  demand,  over  a  period 
of  centuries,  for  the  many  hundred  statues  needed  for 
this  apotheosis  of  the  sculptor's  art.  No  such  patronage 
subsists  in  Russia.  Yet  architecture  without  statues 
is  as  a  city  without  inhabitants — it  is  silent,  solitary, 
soulless.  The  saints  who  night  and  day  keep  guard 
over  the  shrine  reared  in  Milan  in  honour  of  the 
Madonna,  are  not  merely  art  objects,  they  are  as 
pilgrims  of  the  sky,  ambassadors  of  heaven,  a  Te  Deum 
of  angel  voices,  a  connecting  link  between  two  worlds. 
The  substitute  in  Russia  is  a  gilt  dome,  or  at  best 
a  dome,  blue  as  the  midnight  sky,  set  with  stars  of 
gold.  The  idea  is  not  without  beauty,  especially  when 
these  forms  and  colours  are  indefinitely  multiplied,  so 
that  a  whole  city  has  its  upper  air  illumined  ;  yet  the 
type  possesses  little  value  in  the  rank  of  intellectual 
or  creative  art.  Of  such  architecture  we  may  say,  as 
used  to  be  asserted  of  our  Regent  Street  of  shops, 
that  it  can  stand  neither  criticism  nor  climate. 

The  traveller,  when  he  turns  from  exteriors  without 
either  saints  or  gargoyles  to  the  interiors,  finds  like 
need  of  the  auxiliary  aid  of  statuary.  Even  the  tombs 
are  wanting  in  effigies,  the  figures  of  emperors  do  not 
recline  on  their  sepulchral  monuments,  a  Tsar  is  buried 
with    almost   quaker    baldness,   the    churches    are    not 
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peopled  with  the  dead  slumbering  in  stone;  that  presence 
of  the  great  departed,  which  makes  the  interior  of 
Westminster  Abbey  soul-moving,  is  a  negation  in  the 
cathedrals  of  Russia.  A  like  vacuity  in  sculpturesque 
form  and  personal  presence  is  felt  at  the  situation 
which  answers  to  the  choir  or  altar  in  Roman  Catholic 
churches.  Instead  of  a  perspective  led  off  from  transepts 
flanked  by  statues,  and  including  within  view  a  baldac- 
chino  sculpturesque  in  details  and  attended  perchance  by 
cherubs,  angels,  saints,  all  catching  light,  casting  shade, 
and  giving  substance,  reality  and  personality  to  the 
creations  of  imagination,  and  to  the  spiritual  longings 
of  faith,  there  is  put  up  a  painted  screen  smartly  gilt. 

Again  I  say  that  I  do  not  wish  to  argue  questions 
of  creeds,  neither  do  I  call  in  question  the  principles 
or  prejudices  which  may  abjure  art  altogether  in  a 
church,  chapel,  or  meeting-house,  but  this  position  at 
least  seems  undeniable,  that  if  art  be  permitted  at  all 
it  should  be  the  best  and  not  the  worst  of  its  kind. 
The  debased  cliaracter  of  the  pictures  which  crowd  the 
altar-screens  in  these  Russian  churches  has  been  already 
described,  though  in  terms  not  sufficiently  severe.  Yet 
it  does  not  seem  easy  to  improve  on  the  unsatisfactory 
state  of  things.  It  is  understood  that  emperors  and 
empresses,  when  they  planted  Western  arts  and  sciences 
in  the  midst  of  Russian  barbarism,  desired  at  the  same 
time  .to  renovate  and  revolutionise  the  sacred  arts 
which  had  for  centuries  danced  attendance  on  the  illi- 
terate clergy  and  commonalty.  But  the  deep  affections 
of  the  people  were  not  to  be  thus  uprooted  so  sud- 
denly. The  utmost  advance  effected  has  been  the  sub- 
stitution in  St.  Isaac's,  and  other  comparatively  modern 
churches  in  St.  Petersburg  and  Moscow,  of  pictures 
in   the  style  of  the   bastard  Italian  decadence  in  place 
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of  works  of  Byzantine  inanity.  And,  when  in  Kief 
and  other  sacred  places  I  had  the  opportunity  of 
observing  the  conduct  of  devotees,  I  found  that  this 
low  art  became  a  mental  degradation  instead  of  an 
elevation  as  true  art  ought  to  be.  The  pilgrims  were 
as  heathen  who  bow  down  to  stocks  and  stones,  the 
art  was  not  high  or  strong  enough  to  emancipate  from 
superstition.  When  I  compare  the  effect  produced 
on  the  worshippers  by  this  holy  but  abject  art  with 
the  power  of  the  great  masterpieces  in  Italy,  I  feel 
that  I  am  placing  ignorance  against  knowledge,  de- 
formity against  beauty,  the  debased  in  opposition  to 
the  divine.  Again,  to  guard  against  misconstruction, 
I  repeat  that  I  speak  as  an  artist,  not  as  a  theologian. 
Thus  speaking,  I  once  more  gladly  attest  to  the  supreme 
impressiveness  of  the  vocal  part  in  the  ceremonials  of 
the  Russian  Church,  and  this  I  do  most  earnestly, 
even  after  making  considerable  subtraction  on  account 
of  dreary  monotones.  In  Russia  the  truest  and  least 
trammeled  of  the  arts  is  music,  and  that  apparently 
because  musical  sound  is  more  free  to  do  what  it  listeth 
than  constructive  architecture  or  pictorial  form. 

On  the  whole  I  take  a  discouraging  view  of  the 
present  and  future  relation  between  the  arts  and  the 
Russian  Church.  The  imposed  conditions  all  but 
preclude  the  possibility  of  emancipation  and  improve- 
ment :  the  Church  degrades  the  arts,  and  in  turn  the 
arts  are  fetters  on  the  intellectual  development  of  the 
people.  As  naturally  might  be  anticipated,  the  religious 
services  satisfy  the  aspirations  of  the  ignorant  classes 
chiefly ;  I  did  not  observe  among  the  pilgrims  at  Kief 
the  higher  orders,  or  scarcely  the  well-to-do  middle 
cla  ses.  Indeed  the  most  devout  worshippers  might 
almost  be  mistaken  for  gipsies. 
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Cheap  religious  prints,  brightly  coloured,  and  often 
highly  sensational,  are  in  great  favour  with  the  Russian 
people.  The  trade  in  these  pictorial  wares  is  con- 
siderable. In  Moscow  may  be  found,  under  the  shelter 
of  an  arch,  a  whole  gallery  of  Madonnas,  Christs, 
Crucifixions,  Last  Judgments,  all  selling  for  a  few 
pence  a  piece.  In  the  outskirts  of  the  same  city,  too, 
is  held  every  Sunday  morning  an  open  market  where 
these  devotional  compositions  are  mixed  up  with  stolen 
goods.  At  the  great  entrance,  also,  to  the  Troitza 
Monastery  there  are  stalls  where  may  be  purchased 
at  popular  prices  rudely-coloured  woodcuts  from  the 
pictures  which  in  the  adjacent  churches  are  held  in 
greatest  veneration.  Within  the  monastery  likewise 
is  a  studio  or  workshop,  where  cheap  religious  pictures 
are  manufactured  wholesale.  It  is  a  pretty  sight  to 
see  this  large  room  full  of  diligent  manipulators,  one 
painting  a  head,  another  a  blue  drapery  or  a  golden 
glory,  all  repeating  ordained  types  and  prescriptive, 
compositions,  from  which  there  is  no  desire  for  departure 
either  on  the  part  of  the  artist  or  of  the  public.  It 
seems  to  be  considered  a  part  of  the  appointed  duty 
of  a  religious  fraternity  to  supply  to  the  faithful  an- 
orthodox  art  which  may  be  enjoyed  without  danger. 
The  traveller  at  once  naturally  reverts  to  Italy  of  the 
middle  ages,  when  monks  illumined  choral  books  and 
covered  their  cells  with  frescoes,  but  in  the  Greek 
and  Greco-Russian  Churches,  out  of  the  nameless 
multitude  of  painters  there  has  not  risen  to  distinction 
a  single  Fra  Angelico  or  Fra  Bartolomeo.  The  art 
manufactory  at  Troitza  is  of  interest  as  a  sample  of 
the  mode  of  work  which,  practised  on  Mount  Athos, 
has  naturally  been  diffused  over  the  territories  held  by 
the   Russian    Church.      The    method    precludes    either 
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originality  or  progress  :  a  copy  is  set  before  an  artisan, 
who  reproduces  with  dead  routine  and  mechanical  pre- 
cision ten  or  a  hundred  replicas.  As  I  watched  the 
workers,  it  again  became  evident  how  well  fitted  the 
Russians  are  for  this  servile  and  persistent  drudgery, 
they  are  faultless  as  copyists ;  and  one  reason  no  doubt 
why  the  arts  of  the  Church  remain  stationary  is  that 
the  Russian  painter  has  no  natural  impulse  towards 
progression.  At  the  monastery  in  Kief  I  was  disap- 
pointed not  to  meet  with  a  studio  as  at  Troitza,  but 
a  printing-press  and  a  publishing  establishment  were 
shown,  which  are  employed  in  the  multiplication  of 
illustrated  books.  And  round  about  the  churches  and 
within  the  sacred  enclosure  there  was  no  lack  of  shops 
and  stalls,  where  pilgrims  obtained  to  their  heart's 
content  pictorial  aids  to  their  devotion.  I  availed  myself 
of  this  privilege  largely:  in  Moscow,  at  Troitza,  and 
Kief,  I  lost  no  opportunity  of  securing  these  popular 
religious  prints,  these  people's  editions  of  compositions 
held  sacred  in  the  Church.  The  most  complete  and 
characteristic  collection  is  in  the  Museum  of  Moscow. 

Again  I  was  greatly  perplexed  in  the  matter  of 
chronology.  A  large  number  of  these  cheap  prints 
however  were  unmistakably  modern  ;  the  art  of  en- 
graving has  naturally  in  its  prevailing  style  followed  the 
art  of  painting,  in  both  alike  are  seen  certain  modern- 
ising tendencies  which  are  comparable  to  the  just 
conceivable  case  of  a  Cimabue  assuming  the  prettiness 
and  softness  of  a  Carlo  Dolce.  Still  the  original 
Byzantine  basis  remains,  except  in  some  extreme  works 
which  seem  to  owe  quite  as  much  to  Paris  as  to  Moscow 
or  Kief ;  in  other  exceptional  instances  also  fhe  designer 
appears  to  have  consulted  even  nature.  Indeed  these 
popular  religious  prints  indicate,  as  I  have  before  said, 


ABJECT  ART. 


that  the  sacred  arts  are  at  the  present  moment  in  a 
transitional  state,  that  they  are  vacillating  between 
archaism  and  naturalism  ;  that,  in  fact,  a  new  school  has 
arisen,  which,  though  in  a  minority,  moves  in  response 
to  the  prevailing  styles  in  modern  Europe — a  school 
which  is  willing  to  surrender  the  artists  of  Byzantium 
to  the  post-Raphaelite  painters.  I  have  before  me 
highly-coloured  lithographs  of  the  three  angels  who 
visited  Abraham,  also  of  a  Christ,  which  are  severally 
afflicted  by  this  degenerate  modernism,  the  infirmity 
whereof  is  that  it  lacks  the  severe  dignity  of  archaic 
styles,  the  ideal  beauty  of  Raphaelesque  schools,  as 
well  as  the  vigour  of  healthy  naturalism.  There  is  not 
an  art  more  contemptible  in  Europe.  The  measure 
of  its  debasement  is  in  the  degradation  of  the  human 
figure,  a  degeneracy  which,  as  already  indicated,  is 
strangely  associated  with  a  true  system  of  ornamenta- 
tion. Thus  I  have  now  before  me  one  of  the  many 
well-known  personations  of  St.  Nicholas,  altogether 
abject  in  the  drawing  of  the  figure,  and  yet  the  sur- 
rounding glory,  breast-plate,  and  metal  background, 
heightened  by  pearls,  jewels,  and  enamels,  is  a  fine 
p"ece  of  decorative  art.  And  in  this  subordination  of 
the  figure  to  ornamental  accessories,  it  is  interesting  to 
trace  that  close  relationship  with  the  Oriental  systems 
to  which,  geographically  and  otherwise,  Russian  art  is 
obviously  allied.  In  Indian,  Persian,  and  Saracenic 
schools,  the  human  figure  is  either  subordinated  or  posi- 
tively excluded,  while  colour  and  decorative  design  are 
triumphant.  It  might  seem  that  the  union  of  the  two 
elements  wxre  incompatible  had  not  Italy,  about  the 
time  of  Cellini,  given  proof  that  the  perfect  figure  is 
reconcilable  with  consummate  ornament.  But  Russia 
is,  and  always  has  been,  far  away  from  this  faultless 
combination. 
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The  sacred  and  legendary  art  of  Russia  will  reward 
the  attention  of  the  careful  and  curious  student;  the 
differences  will  be  found  to  be  considerable  between  this 
phase  of  Christian  art  and  the  forms  common  in  the 
Western  Church.  For  instance,  I  have  eight  pictures 
before  me,  wherein  the  infant  Christ  is  fully  dressed, 
and  in  four  of  these  compositions  the  Child  wears  a 
crown  as  well  as  a  glory.  The  glories"  of  the  Madonna 
are  sometimes  not  only  gilt  but  decorated  with  precious 
stones  ;  in  fact  the  Russian  Church  is  seldom  content 
with  the  primary  and  spiritual  conception  of  a  divine  efful- 
gence, a  radiance  of  light  around  the  heads  of  the  elect 
and  precious  ;  the  idea  evidently  is  that  the  glory  shall 
be  as  a  head-dress,  or  as  a  rich  and  solid  piece  of  plate, 
manufactured,  engraved,  and  jewelled  by  a  goldsmith. 
This  treatment  is  but  one  of  the  many  examples  of  how 
poetic  and  pure  conceptions  are  brought  down  to  ma- 
terialism, and  made  to  subserve  mere  decorative  ends. 
How  low  and  even  revolting  are  some  of  the  ideas  which 
this  semi-barbaric  art  promulgates  may  be  seen  in  a 
religious  print,  '  The  Virgin  with  Three  Arms.'  In  this 
picture  three  distinct  hands  are  shov»^n.  That  the  most 
blessed  of  women  should  be  represented  with  such  de- 
formity is  a  sad  proof  that  arts  divinely  appointed  as 
the  educators  of  the  people  pander  to  the  lowest  tastes. 

This  Russian  art  jumps  at  the  supernatural  in  any 
form  :  winged  beings  abound,  sometimes  as  small 
cherubs,  at  others  as  larger  creatures  with  wide  expand- 
ing pinions,  or  again  as  the  six-winged  seraphim,  or 
often  as  what  may  be  called  the  angels-of-all-work,  ready 
to  mourn  with  those  who,  mourn,  to  comfort  the  afflicted, 
or  to  reprove  the  transgressor.  These  winged  beings 
fitly  serve  as  the  ministers  of  God,  and,  were  they  not 
often  ugly  and  deformed,  their  presence  would  tend  to 
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elevate  the  scenes  in  which  they  are  frequently  the  chief 
actors.  The  principle  of  evil  is  also  copiously  personi- 
fied; wicked  spirits  are  properly  clothed  in  ugliness;  but, 
though  some  inclination  is  shown  towards  the  grotesque, 
and  though  a  busy  mischief-making  prompts  to  animated 
action,  yet  the  grandeur  of  archangels  ruined,  as  seen  in 
Spinello  of  Arezzo  and  in  Luca  Signorelli  at  Orvieto, 
is  never  reached.  A  really  noble  form  of  the  grotesque 
does  not  exist  in  the  Russian  Church.  Imp-like  demons, 
with  wings  of  a  bat,  horns  of  a  goat,  tail  of  a  monkey, 
and  claws  of  a  scorpion,  are  but  active  little  creatures, 
doing  as  much  harm  as  they  can,  and  coming  into  sharp 
and  continuous  conflict  with  God's  winged  ministers  of 
mercy.  Now  before  me  is  a  rude  print  of  the  parable 
of  the  rich  man  :  below  the  table  lies  Lazarus  with  dogs 
licking  his  sores.  The  chief  story  is  further  carried  out 
through  three  accompanying  compositions.  In  one  the 
rich  man  is  seen  in  his  grave,  an  angel  leaves  in  sorrow, 
while  three  devils  seize  on  their  prey  ;  in  a  second,  Dives 
lifts  up  his  voice  in  hell,  being  in  torment  of  flames  and 
torture  of  demons  ;  in  a  third,  Lazarus  is  borne  by  a 
company  of  angels  to  the  bosom  of  Abraham,  who 
stretches  out  his  arms  in  attitude  of  welcome.  The  art 
is  here  about  the  lowest  of  the  low,  yet  the  narrative  is 
as  clear  as  in  the  old  woodcuts  known  in  the  West  as 
the  'Bible  of  the  Poor  ;'  in  fact  these  popular  prints  serve 
as  the  Bible  of  the  people. 

The  parable  of  Lazarus  and  Dives  from  its  highly 
dramatic  character  is  evidently  a  favourite  theme,  but 
there  are  other  narratives,  biblical  or  legendary,  which 
are  deemed  equally  cogent  in  the  pictorial  appeal  made 
by  the  Church  to  the  people.  Here  is  a  picture  of  a  figure 
floating  in  a  bath  of  liquid  fire  ;  from  the  ribs  issues  a 
tree,  as  in  representations  of '  the  root  of  Jesse;'  but  on  the 


424     RELIGIOUS  ART  AND   THE  RUSSIAN  CHURCH. 

branches,  instead  of  descendants  grouped  in  comfortable 
condition,  are  figures  hanging  by  the  neck  or  heels  con- 
sumed in  devouring  flames.     On  a  hill  which  commands 
this  tragic  scene,  worthy  of  Blake  or  Dante,  appears  an 
angel   leading  by  the  hand   an   aged    man,  who    looks 
down   with   sorrow  on   fellow-creatures   suffering  under 
the  penalty  of  sin.    Again  the  conception  reads  better  in 
words  than  in  forms  and  colours  ;  the  moral  taught,  too, 
is  sounder  than  the  art  displayed  ;  indeed  the  art  teach- 
ings of  this  Church  are  not  so  much  to  be  despised  on 
the  ground  of  ethics  as  of  intellectual  imbecility.    Another 
subject,   rendered    more   than    once,   represents    a    dead 
woman  stretched  on  a  bier,  a  man,  apparently  the  mur- 
derer, intercedes  for  mercy  at  the  feet  of  a  winged  angel 
bearing  a  drawn  sword.     Above  the  bier  stands  Christ, 
holding  in  his  arms  the  spiritual  body  of  the  deceased 
fully  draped,  as  spirits  find  it  comfortable  to  be  in  the 
Russian  climate.     Over   all  presides  God  the  Father — 
but  what  a  God  !     We  have  only  to  compare  the  First 
Person  of  the  Trinity  in  the  Eastern  Church  with  the 
grand  creations  of  Michael  Angelo  and  of  Raphael   in 
the  Sistine  Chapel   and  the  Loggia   of  the  Vatican,  to 
know  how  vast  is  the  interval  which  divides  the  arts  of 
the  Latin  and  of  the  Greek  Churches.     I  may  here  ob- 
serve that  the  point  of  faith  on  which  the  two  Churches 
diverge — the  procession  of  the   Holy  Ghost — does  not 
appear  to  necessitate  any  difterence  in  art  formula.    The 
Divine  Dove  in  St.  Petersburg,  as  in  Rome,  floats  mid- 
way between  the  Father  and  the  Son. 

I  mention  yet  another  print  for  its  supreme  sensa- 
tionalism. A  youth  is  stretched  on  a  sumptuous  couch 
in  death's  agony.  Money-bags  by  his  side,  which  claim 
his  last  concern,  are  already  grasped  by  a  hydra,  while 
devouring  dragons,  with  open  mouths  and  flaming  tongues. 
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rush  forward  on  their  prey.  But  the  brand  is  snatched 
from  the  burning  ;  a  guardian  angel  watches  over  the 
bedside ;  in  the  upper  sky  Christ  appears  cross  in  hand, 
and  from  the  Divine  Presence  dart  hghtnings,  to  the 
discomfiture  of  the  satanic  host,  who  had  ah'eady  made 
sure  of  their  victim.  I  should  infer,  by  the  presence  in 
the  foreground  of  a  lyre,  a  music-book,  and  a  mask,  that 
the  youth  had  been  guilty  of  fine-art  indiscretions, 
something  worse,  no  doubt,  than  Tennyson  makes  full 
much  of  in  '  The  Palace  of  Art.'  I  need  not  add  that  the 
conception  is  puerile  and  extravagant  :  the  appeal  here 
made  is  to  vulgar  fear.  In  concluding  this  brief  notice 
of  the  sacred  and  often  scenic  arts  in  Russia,  I  may  be 
permitted  to  recall  a  remark  once  made  by  a  stage 
manager  :  that  if  in  a  theatre  they  could  not  do  things 
better  than  in  the  churches,  the  whole  concern  must 
pass  through  the  Bankruptcy  Court. 

Another  species  of  religious  art  obtains  extended 
currency  among  the  people  ;  the  material  is  brass,  en- 
riched frequently  by  blue  and  white  enamel ;  the  subject 
may  be  a  crucifix  or  some  other  sacred  composition  ; 
the  shape  is  that  of  a  rectangular  plaque,  or  perhaps 
more  frequently  the  arrangement  assumes  the  form  of  a 
triptych.  In  St.  Petersburg,  Moscow,  and  Kief,  I  spared 
no  pains  to  get  a  fully  representative  collection  of  these 
ecclesiastical  brasses.  But,  before  speaking  further  of 
these  bas-relief  tablets,  I  may  say  a  word  about  the  old 
curiosity  shops  in  the  bazaars  and  elsewhere,  w^hich  offer 
sad  temptations  to  travellers  with  art  tastes.  The  con- 
tents of  these  stores  are  miscellaneous  yet  monotonous  ; 
Russian  home-treasures  are  here  evidently  turned  out 
wholesale  ;  the  household  gods  are  put  up  for  what  they 
will  fetch,  and  the  strangest  objects  imaginable  get  into 
the  market.     Yet  these  art  medleys  are,  as  I  have  said. 
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monotonous  from  the  endless  repetition  of  all  but  iden- 
tical forms ;  the  ideas  are  few  and  often  poor.     Perhaps 
the  Russian  pectoral  crosses,  in  silver  and  silver-gilt,  are 
among  the  most  interesting  objects  :  the  four  arms  are 
equal,  as  in  the  Greek  cross ;   around  is  a  circlet  ;   the 
whole  arrangement  admits  of  much  play  of  symmetric 
line  and   ornament,  and  the  surface  is  decorated  with 
inscriptions.      Likewise   may  be  found  varieties  of  the 
type  of  spoon  known  as  the  apostolic,  often  inlaid  with 
floral  and  other  ornament,  usually  good  in  style  ;  indeed, 
as   before   said,   Russian  artisans   are  most  skilful  and- 
tasteful  in  metal-work,  whether  ecclesiastical  or  domestic. 
I  may  here  say  that  the  act  of  purchasing  is  usually  a 
tedious  process  unless  the  traveller  submits  cheerfully  to 
imposition.     It  is  not  safe  to  make  a  first  offer  at  more 
than  a  third   of  the  sum  asked,  and  then  the  bargain 
may  be  struck  at  a  half  or  two-thirds.     The  vendor  is 
usually  full  of  lamentations  ;  he  pretends  that  he  sells 
for  less  than  he  gave,  and  that  he  is  a  ruined  man  ;  and 
yet,  in  the  next  breath,  he  will  offer  something  else,  and 
does  not  let  the  customer  go  without  promise  of  return. 
It  struck  me  that,  in  the  old   curiosity  shops  or  stalls, 
there  was  no  certain  standard  of  value,  except  when  the 
object  is  in  a  precious  metal,  and   then,  of  course,  the 
price  can  never  be  less  than  the  sum  declared  by  the 
weight.     But,  when  the  article  is  of  a  fancy  character, 
the  value  is  capricious,  sometimes  because  the  merchant 
or  huckster  has  caught  it  up  for  less  than  it  is  worth  ; 
thus,  no  doubt,  an  experienced  traveller  may  meet  with 
bargains  ;  yet  I  generally  found  the  Russian  tradesman 
keen  and    sly;    certainly   any  person    not   alive   to    his 
own    interests    is   the    exception.     Above   all,  -the    tra- 
veller should  be  on  his  guard  against  haste  ;  it  is  best 
to  walk  about  leisurely  to  see  what  the  bazaars  present, 
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to  inquire  into  prices  deliberately,  to  make  a  few  casual 
ofifers  on  the  safe  side,  and  so  to  judge  of  the  strength 
of  the  market.  I  knew  of  an  Englishman  who  would 
thus  keep  several  transactions  on  hand  from  day  to  day, 
closing  a  bargain  sometimes  after  a  week's  negotiation. 
He  thus  amused  himself,  learned  a  little  of  the  language, 
and  became  acquainted  with  the  manners  and  customs 
of  the  people.  I  have  usually  found  these  tradesfolks 
more  good-tempered  than  truthful  ;  indeed  it  seemed  to 
me  almost  impossible  to  give  them  offence  or  to  rouse 
them  to  anger.  On  one  occasion,  in  Moscow,  when 
bartering  for  some  religious  brasses  in  the  Sunday 
market  for  stolen  goods,  I  greatly  feared  that  the  keeper 
of  the  largest  stall  would  refuse  more  dealings  with  me ; 
but,  on  the  contrary,  when  I  walked  through  the  market 
on  the  following  Sunday,  I  was  agreeably  surprised  to 
find  that  he  had  brought  out  for  me  his  most  precious 
stores.  We  did  some  business  to  our  mutual  satisfac- 
tion, and  parted  the  best  of  friends  ;  indeed  a  traveller 
who  leaves  behind  him  in  Russia  enemies  can  have  little 
tact  or  courtesy,  so  kindly  is  the  nature  of  the  people. 

The  religious  brasses  in  my  possession  furnish  subject 
for  a  brief  description,  which  will  serve  to  elucidate  the 
sacred  narratives  and  the  art  treatments  most  in  vogue 
in  the  Russian  Church.  The  brass  crucifixes  are  some- 
times pectoral,  but  occasionally  they  reach  a  size  suited 
for  domestic  or  processional  uses  ;  one  of  the  latter  may 
be  described  for  the  sake  of  peculiarities  which,  though 
habitual  in  Russia,  are  unknown  in  the  crosses  of  the 
Latin  Church.  In  the  first  place,  the  board  for  the  feet 
to  rest  on  is  not  only  slanting,  but  so  far  prolonged  as 
to  constitute  a  second  cross,  and  then  above  the  head 
comes  another  lateral  projection ;  thus  the  cross  has 
three  arms.     In  the  spaces  hereby  obtained  appear  the 
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head  of  St.  Veronica,  two  angels,  the  sun  and  the  moon, 
a  couple  of  castles,  and  Golgotha  with  a  skull.  A  smaller 
and  possibly  pectoral  cross,  greatly  worn  away,  and 
giving  indication  of  a  date  unusually  early,  is  similar  in 
general  arrangement.  Here,  however,  the  Christ  is 
draped,  and  above  the  head  appear  the  Holy  Dove  and 
God  the  Father  :  thus  the  Trinity  is  present. 

Among  numerous  brass  triptychs  one  is  remarkable 
for  its  size,  enrichment,  and  theologic  dogmas.  In  the 
central  compartment  stands  Christy  with  open  Book  of 
Judgment,  a  glory,  enriched  with  gold  and  white  enamel, 
encircles  the  head,  a  foliated  background  has  similar 
enrichment,  and  the  right  hand  is  raised  after  the 
Greek  manner  of  benediction.  The  Blessed  Virgin,  who 
occupies  a  second  plaque  in  the  triptych,  is  equally  in 
the  Byzantine  style  both  as  to  type  of  face  and  cast 
of  drapery  ;  the  accessory  floral  decoration  is  also  of 
champleve  enamel  in  blue  and  white,  the  brass  serving 
for  gold.  A  problematical  and  exceptional  character 
occupies  the  third  leaf  in  the  triptych — the  figure  I 
have  found  in  Russia  but  not  elsewhere.  A  winged 
man,  rather  than  a  winged  angel,  on  the  same  scale 
as  the  Christ  and  the  Madonna,  occupies  the  whole 
of  this  third  plaque ;  a  jewelled  glory  is  round  his 
head,  and  in  one  hand  he  holds  a  small  vessel  wherein 
floats  an  infant,  also  with  a  nimbus  round  the  brow. 
The  infant  stretches  forth  the  right  hand  as  Christ  in 
attitude  of  benediction  ;  the  austere  man,  old  enough 
for  a  grandfather,  also  holds  up  the  right  hand,  ap- 
parently in  the  action  of  baptism  ;  that  this  strangely 
venerable  being  is  intended  for  the  Baptist  may  be 
inferred  from  a  shaggy  garment,  as  of  camels'  hair,  but 
then,  on  the  contrary,  a  large  space  is  given  to  a  pair 
of  mighty  wings;  also,  it  may ^be  objected  that  a  dis- 
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crepancy  of  forty  or  fifty  years  between  the  baptiser 
and  the  baptised  is  wholly  incompatible  with  the 
assumption  so  often  made  the  most  of  by  Raphael 
and  other  artists  in  the  West,  that  the  infants  Jesus 
and  John  were  playmates.  Perhaps  the  discrepancy 
may  here,  as  in  other  perplexed  cases,  be  resolved  by 
the  supposition  that  the  scene  is  laid  in  heaven,  where 
chronology  becomes  naught,  because  time  has  been 
swallowed  up  in  eternity.  Other  triptychs  are  deco- 
rated with  varying  series  of  Biblical  subjects  in  bas- 
relief.  St.  Nicholas,  the  patron  saint,  and  the  character 
most  often  repeated,  sometimes  occupies  the  central 
position.  In  another  triptych  the  middle  com.partment 
is  filled  by  a  Madonna  and  Child  ;  the  mother  repre- 
sented with  arms  upraised — a  favourite  attitude — as  in 
figures  in  prayer  found  on  the  walls  of  the  Roman 
catacombs. 

It  may  be  here  worthy  of  remark,  that  neither  in  the 
reli.;ious  brasses,  nor  in  the  religious  prints,  is  found 
a  single  instance  of  what  in  Italian  art  is  known  as  a 
'  Holy  Family,''  as  distinguished  from  '  The  Mother  and 
Child.'  The  latter  abounds  everywhere  in  varying 
form  ;  four  different  arrangements  are  now  before  me. 
But  the  fuller  composition,  associating  with  the  Ma- 
donna and  Infant,  St.  John,  St.  Joseph,  and  sometimes 
St.  Anne  also,  is  not  included  in  these  popular  phases 
of  sacred  art.  Another  chief  subject  in  these  triptychs 
is  Christ  visiting  the  souls  in  Hades  ;  above  sits  the 
First  Person  of  the  Trinity,  with  outstretched  arms. 
A  further  composition  is  Elijah  carried  to  heaven  in 
a  chariot,  attended  by  an  angel ;  the  divine  hand 
reaches  forward  from  the  upper  sky, — a  favourite  symbol 
with  Giotto  and  other  early  Italian  painters ;  indeed 
this  very  subject,  with  a   difference,  has  been  painted 
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by  Giotto.  The  two  wings  or  shutters  to  these  trip- 
tychs  are  often  each  divided  into  three  compartments, 
wherein  are  usually  repeated  routine  compositions. 
Thus,  in  duplicate,  are  now  before  me,  'The  Annuncia- 
tion,' '  The  Flight  into  Egypt,'  '  The  Presentation  in  the 
Temple,'  'The  Resurrection  of  Lazarus,'  ending  with 
'The  Ascension  of  Christ.'  Among  other  familiar 
incidents  are  '  The  Nativity,'  '  The  Baptism,'  *  The  Trans- 
figuration,' 'The  Crucifixion,'  'The  Supper  at  Emmaus,' 
'  The  Assumption  of  the  Virgin.'  In  one  plaque  '  The 
Madonna  and  Child'  appear  four  times  within  a  gold 
frame,  and  numerous  saints  are  grouped  around  in 
adoration. 

These  works  are  suggestive  of  a  few  observations. 
The  first  is  the  general  resemblance  between  the 
Biblical  series  ordained  in  the  Russian  and  in  the 
Latin  Churches,  a  resemblance  which  naturally  arises 
out  of  common  points  of  contact  in  creed.  But  then 
comes  the  contrast,  often  before  insisted  on,  between 
the  progressive  art  of  Italy  and  the  stationary  art  of 
Russia.  These  plaques  are  multiplied  down  to  the 
present  day ;  sometimes  the  old  moulds  are  used,  in 
which  cases  the  new  castings  in  style  necessarily  cor- 
respond to  the  time  when  the  mould  was  made  ;  but 
often  new  moulds  are  wrought,  still  even  then  the  old 
designs  are  more  or  less  closely  adhered  to,  and  so 
dates  and  places  of  manufacture  are  thrown  into  con- 
fusion. It  is  even  said  that  some  of  these  brasses  are 
brought  out  in  Birmingham  ;  and  the  story  goes  that 
a  Brummagem  manufacturer,  travelling  in  Russia,  had 
some  of  his  own  sacred  wares  offered  him  at  a  bargain. 
I  see,  however,  no  reason  to  doubt  that  these  brasses 
are,  at  least  for  the  most  part,  home-made  ;  indeed  often 
it  becomes  evident  how  much  the  moulds   have  been 
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worn  by  long  use  ;  forgers,  moreover,  would  be  apt  to 
overlook  accidental  defects  such  as  here  appear.  The 
rudeness,  too,  of  the  execution  is  another  mark  of  native 
origin ;  the  handling  in  fact  belongs  almost  to  barbaric 
times.  Tula  is  usually  named  as  the  site  of  manu- 
facture, a  town  south  of  Moscow,  termed  the  Birmingham 
or  Sheffield  of  Russia,  and  famous  for  silver- niello 
snuff-boxes,  also  for  brass  tea-urns,  which  are  at  least 
quite  as  indispensable  to  the  Russian  commonalty  as 
sacred  brass  triptychs.  As  to  dates,  all  within  certain 
limits  is  in  doubt,  for  the  reasons  already  assigned.  A 
brass,  corresponding  in  style  with  several  works  in  my 
possession,  is  now  on  exhibition  in  the  South  Kensing- 
ton Museum  under  the  following  description  : — '  Brass 
Poliptych  of  four  tablets,  with  scriptural  subjects  in  low- 
relief,  blue  enamel  ground,  Russo-Greek  work,  seventeenth 
century;  lent  by  Mr.  Beresford  Hope.'  The  subjects, 
twelve  in  number,  offer  little  variation  on  the  routine 
before  mentioned  ;  they  begin  as  usual  with  the  Annun- 
ciation. The  date  of  the  seventeenth  century  here 
assigned  I  take  to  be  somewhat  conjectural,  for  the 
causes  before  stated.  How  uncertain  are  the  internal 
evidences  of  date  is  often  proved  by  the  tricks  of 
dealers  ;  thus  an  old  work  will  be  made  to  appear  smart 
by  rubbing  up  and  sharp  surface-tooling ;  in  other 
instances,  age  is  simulated  by  the  common  custom  of 
feigning  old  designs  and  archaic  execution. 

Religion  throughout  Christendom  is  confessedly  the 
sphere  of  the  supernatural,  and  religious  art  for  the 
Russian  people,  in  default  of  being  supernatural  in  the 
high  sense  of  attaining  a  truth,  beauty,  and  goodness 
beyond  the  common  reach  of  nature,  commits  itself  to 
a  phase  of  the  supernatural  which  belongs  to  ages  of 
ignorance   and   superstition — it   assumes  the  abnormal, 
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the  monstrous,  and  even  the  diseased.  St.  Basil,  it  is 
said,  became  a  saint  because  born  imbecile ;  and  in 
such  reverence  for  infirmities,  mental  and  bodily,  the 
Russian  Church  but  shares  the  faith  of  Mahomedans, 
among  whom  the  custom  prevails  of  raising  sacred 
shrines  to  that  class  of  people  whose  first  claim  upon 
the  laws  of  England  is  a  commission  of  lunacy.  And 
this  grave  intellectual  mistake  reflects  itself  inevitably 
from  the  religion  into  the  art  of  the  Russian  people.  „ 
Forsaking  the  only  true  idea  of  the  supernatural  in 
art — based  either  on  the  perfecting  of  types  existing 
in  outward  nature,  or  in  the  visible  realisation  of  the 
soul's  inborn  longings  for  perfection— forsaking,  I  say, 
the  formula  established  by  all  great  schools,  whether 
Pagan  or  Christian,  this  Russian  school  makes  sacred 
the  blemishes  and  abortions  of  humanity.  But,  again, 
some  tribute  is  due  to  the  technique  of  this  art.  The 
system  of  surface-ornamentation,  and  even  of  colour, 
in  these  sacred  brasses,  is  comparable  to  the  floral 
symmetry  and  the  chromatic  harmony  which  we  are 
accustomed  to  admire  in  Indian  shawls  and  other 
Eastern  fabrics.  That  the  Russians  are  Christian  artists 
at  all  seems  to  be  somewhat  of  an  accident,  but  that 
they  are  skilful  decorators  comes  as  a  necessity  of 
race  and  geographic  position.  These  rude  triptychs, 
the  largest  and  best  of  which  do  not  fetch  more  than 
from  £^  to  ^10,  are  remarkable  as  examples  of  that 
system  of  enamelling  on  metal  which,  though  for  a  « 
time  almost  extinct  among  Western  nations,  has  ever 
been  kept  alive  among  Eastern  peoples.  Enamelling 
seems  to  be  as  indigenous  in  Russia  and  other  territories 
eastward  as  fresco-painting  is  in  Italy — indigenous  in 
this  sense,  that  the  produce  is  native  to  the  soil,  that 
no    special    culture    is    needed,    but  that    the    common 
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artisan  can,  as  a  matter  of  course,  turn  out  good  work  ; 
not  superfine  work  it  is  true,  as  that  of  Limoges,  but 
yet  good,  even  in  its  imperfections  ;  the  colours,  though 
in  outhne  blotched,  blend  as  in  Eastern  fabrics  ;  they 
consort  together,  as  predisposed  to  harmony,  and  the 
balance  in  the  end  comes  apparently  by  unconscious 
intuition  rather  than  by  calculating  forethought.  These 
brasses,  which  serve  in  the  cottages  of  the  peasant  for 
altar  shrines  or  domestic  gods,  are  in  Kief  and  other 
towns  sold  from  the  same  stalls  as  the  silver-gilt  chains 
supposed  to  be  dug  up  by  villagers  as  treasure-trove. 
But  as  with  the  brasses  so  with  the  chains,  the  spoons, 
the  buttons,  and  the  prints,  the  new  are  intermingled  with 
the  old,  the  times  that  are  past  and  the  days  that  are 
present  appear  as  one.  Emperors  may  decree  reforms, 
nobles  may  affect  the  fashions  of  Paris,  but  the  bulk 
of  the  people  refuse,  at  least  in  the  arts,  to  move 
onwards.  Thus  ignorance  and  superstition  are  cherished 
as  the  triumph  of  faith  and  the  safeguard  of  the  re- 
ligious arts. 

The  remainder  of  my  journey  leaves  little  to  record. 
From  Kief  I  travelled  by  the  Odessa  railway  south- 
wards 200  miles,  then,  as  already  stated,  I  went  by 
carriage  200  miles  more.  On  arriving  at  Czernowitz, 
the  frontier  of  Austrian  Poland,  I  was  glad  to  find 
myself  again  within  the  confines  of  a  civilization,  which 
contrasted  pleasantly  with  the  semi-barbarism  which 
I  had  left  behind  me  in  Southern  Russia. 
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after  a  Fight  in  the  Coliseum,'  by  M.  Botkin.  For  this 
piece  of  mediocrity  is  asked  the  extravagant  price  of 
£26^/.  To  the  opposite  school  of  reahsm  belongs  a 
powerful  picture  by  Nicholas  Gay  (see  pp.  292,  293), 
'  Peter  the  Great  Questioning  his  Son  Alexis.'  This 
pertains  to  the  genre  of  history. 

Again  Russia  showed  at  Kensington  her  strength  in 
the  way  of  realism  and  the  literal  transcript  of  nature. 
The  following  painters  and  pictures  merit  notice.  A. 
Naoumov :  'The  Village  Tailor;'  a  study  of  an  old 
man  threading  a  needle,  true  to  the  very  life,  and  bust- 
like in  relief ;  also  '  Peasant  Children  at  School ;'  here 
in  the  school-room  a  terrestrial  globe  is  a  marvel  for 
realism  and  roundness.  Basil  Peroff  (see  p.  310):  'A 
Crazy  Creature;'  real  as  the  last,  Denner-like,  but  better  ; 
not  wax  but  flesh.  A.  Morozoff:  'A  Country  School;' 
another  genre  picture,  capital  in  execution  as  m  cha- 
racter, rather  ruddy  and  crude  in  colour,  as  often 
happens  in  these  Northern  arts,  yet  not  greatly  inferior 
to  our  own  Webster ;  the  children's  heads  stand  out 
in  almost  stereoscopic  relief.  In  the  presence  of  this 
small  but  conscientious  study,  I  cannot  but  feel  that 
Russian  painters  have  a  future  peculiarly  their  own. 
S.  Postnikov :  '  Sunday  School  of  St.  Clement's  Church, 
Rome;'  could  scarcely  be  better  as  to  intention  and 
character  in  the  figures  and  the  accessory  architecture, 
but  as  too  frequently  occurs  the  execution  fails  in 
finish.  H.  Prianishnikoff :  '  A  Poor  Scholar  returning 
Home  for  Christmas  with  a  Train  of  Empty  Sledges;' 
the  snow  lies  deep,  the  scene  is  desolate  and  dreary ; 
in  such  subjects  of  pathos  the  Russians  excel.  Equally 
true  and  equally  Northern  is,  'At  Home  after  Dinner,' 
by  Adolf  Becker,  a  Fin  ;  the  picture  might  have  been 
painted  by  Fagerlin  the  Swede ;    indeed  that  so  many 
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Fins  now  appear  in  the  arts  of  Russia  ma.y  be  explained 
by  the  fact  that  the  Fins  are  Swedes  in  talent  and 
only  Russian  as  to  territory.  '  Psalm-singers  in  the 
Onspenski  Cathedral,  Moscow,'  by  V.  Makowski,  has  value 
as  a  study  of  character,  but  the  execution  and  colour 
tend  as  usual  to  coarseness.  Occasionally  however 
Russian  genre  aspires  to  genteel  society ;  thus,  '  The 
Departure  to  a  Military  School  after  Vacation,'  by  A. 
Korsuchin,  takes  the  spectator  into  a  furnished  drawing- 
room  ;  the  well-dressed  family  are  trenchantly  thrown 
upon  canvas,  yet  the  manner  is  not  quite  Parisian. 
Alexander  Rizzoni,  of  St.  Petersburg,  also  appears  as 
a  genre  painter  of  more  than  usual  finish  and  refine- 
ment, both  at  Kensington  and  in  Vienna:  'A  Cardinal' 
kneeling,  with  well-disposed  architectural  background, 
has  a  detail  and  finish  unusual  in  Russia.  The  name 
of  this  artist  suggests  Italian  extraction  ;  but  it  is  the 
habit  of  Russia  rapaciously  to  seize  on  all  talent  that 
on  any  pretext  she  can  make  her  own. 

Landscape  painting  in  Russia  having  already  ob- 
tained a  whole  chapter,  nothing  remains  to  be  added  save 
the  few  names  and  works  which  follow.  Leon  Lagorio 
again  takes  the  lead  (see  pp.  338-340) :  'A  View  in  the 
Caucasus'  has  balanced  completeness,  and  a  quality 
exceptionally  fine  for  Russia.  '  A  Sea  View  in  Italy,' 
by  V.  Orlovski,  and  '  A  View  in  Finland,'  by  Mounster- 
helm,  show  an  eye  for  effect  somewhat  unusual.  '  After 
a  Hurricane,'  by  T.  Feders,  a  forest,  wild,  black,  and 
tragic  in  its  devastation,  has  been  purchased  by  the 
Shah  of  Persia.  'A  Wintry  Road,'  dreary  and  snow- 
covered,  by  P.  Kovalevski,  may  be  taken  as  one  of  the 
many  proofs  of  how  deeply  these  Northern  painters  are 
impressed  with  the  desolation  of  winter.  '  Horses 
Tearing  Away,'  by  N.  Swertshkoff,  is  extravagant ;  also 
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most  extravagant  is  the  affixed  price  of  ^^160.  'A 
View  in  Kief,'  by  P.  P.  Wereshtshagin,  is  mechanical  and 
servile.  '  A  Woman  of  Pompeii,'  by  Basil  P.  Wereshtshagin, 
is  vulgar ;  the  third  and  the  best  painter  of  the  name 
is  this  year  absent  from  Kensington.  There  remains 
to  be  noticed  a  large  and  grand  landscape,  '  The  Sources 
of  the  River  Rion,  in  the  Caucasus,'  by  A.  Mestschersky. 
I  have  never  seen  in  the  Russian  or  in  any  other  school 
a  finer  study  of  a  rocky  mountain,  snow-crested.  The 
scene  is  grand  :  the  treatment  doubtless  has  been  derived 
from  Germany. 

The  pictures  at  Kensington  once  more  lead  to  the 
discouraging  conclusion,  that  in  Russia  genius  is  ex- 
ceptional, while  mediocrity  is  all  but  universal.  Another 
remark  which  I  may  venture  to  make,  is  that  the  prices 
here  put  on  the  pictures  are  greatly  in  excess  of  their 
merits ;  artists  in  Russia  are  known  to  be  poor,  they 
live  on  a  pittance,  and  sell  at  low  figures.  The  prices 
asked  in  London  are  simply  prohibitory,  especially 
as  the  workmanship  and  the  colouring  do  not  happen  to 
meet  the  tastes  of  our  English  dealers  and  connoisseurs. 

The  International  Exhibition  at  Vienna  con- 
tained a  fair  display  of  the  arts  of  Northern  nations  ; 
there  was,  however,  comparatively  little  that  had  not 
been  seen  before ;  thus  the  following  notes  made  on 
the  spot  are  all  that  need  be  added  to  the  accounts 
given  in  previous  pages. 

Russia  once  more  made  herself  prominent ;  she  con- 
tributed 104  pictures,  44  statues,  and  285  architectual 
designs.  The  number  of  painters  present  was  56  ;  of 
these  the  most  prominent  have  been  already  named, 
such  as  B.  W.  Wereshtshagin,  Kotzebue,  Gay,  Makow- 
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sky,  Grouzinski,  Bronnikoff,  Becker,  Rizzoni,  Basil  Peroff, 
Ayvasowsky,  Lagorio,  Bogoluboff,  and  Diicker.  Again 
appear  the  three  painters  of  the  name  of  Wareshtshagin  j 
of  these  the  one  who  bears  as  his  distinguishing  mark 
the  christian  affix  of  *  Basil  P '  alone  adds  to  his  reputa- 
tion :  '  Gregory  the  Great  Punishing  the  Miser'  is  a  care- 
ful and  good  picture.  To  the  long  list  of  genre  painters 
must  be  added  Alexius  Charlamoff,  Karl  Huhn,  Karl 
Jansen,  Alexius  Korsuchin,  Constantin  Makowski,  Vla- 
dimir Makowski,  G.  S.  Ssedoff,  and  J.  M.  Prianishnikofif. 
Capital  portraits  come  from  Apolinarius  Goravsky  and 
Johann  Kohler,  some  fairly  good  battle-pieces  from 
Bogdan  Willewalde,  and  a  tolerable  landscape  from  the 
Fin,  B.  Lindholm. 

In  the  Russian  department  of  the  Vienna  Exhibition 
the  following  pictures  deserve  to  be  specially  remem- 
bered :  '  La  Pecheresse,'  a  large  and  imposing  compo- 
sition, from  the  tale  of  the  same  name,  by  Gr.  Totstoi, 
obtains,  as  it  deserves,  a  post  of  honour  in  the  great 
Central  Hall.  The  painter  is  Henry  Scemiradsky,  of 
whom  I  have  spoken  in  warm  praise.  The  promise  given 
by  this  young  student  of  the  Academy  when  I  was  in  St. 
Petersburg  is  more  than  realised  by  the  picture  now  pro- 
duced. The  story  would  seem  to  read  thus  :  Christ  and 
His  disciples  walking  abroad  come  upon  a  gay  company 
within  an  ostaria ;  all  are  given  over  to  the  pleasure 
of  sense  ;  voluptuous  women  are  lying  about  semi-nude  ; 
one  of  the  number,  supposed  to  be  the  Magdalen,  has 
at  the  approach  of  the  Saviour  thrown  on  the  ground 
the  wine  goblet.  Christ,  of  noble  type,  like  to  the  head 
of  Albert  Diirer,  stands  in  stern  reproof,  but  does  not 
utter  a  word.  The  opposition  and  conflict  are  strong 
and  striking :  sunlight  glitters  on  the  revelry  :  the  style 
no  doubt  tends  rather  much  to  the  melodramatic  and 
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the   sensational.      Also    in    the   surface -texture,    which 
throws  off  glittering  light,  in  illusive  realism,  and  in  a 
naturalism  which  thrusts  genre  into  the  midst  of  history, 
this  clever  work  exemplifies  the  style  which  in  Russia 
is  now  rising  in  the  ascendency.     Theodore  Bronnikoff 
(see  pp.  297,  298)— this  artist  will  add  to  his  reputation 
by  two  compositions  conspicuous  in  Vienna,  '  Mosa'iste 
Devant    le    Tribunal    des    Trois,'    and   'L'Hymne    des 
Pythagoriciens.'     The  last  is  very  striking  and  poetic  : 
a    classic   group,  some   kneeling,   others    lyre    in    hand, 
assemble   on    a   sacred    height,  to  sing  a  hymn  at  sun- 
rise.    VoTzsch    Gerson,    of   Varsovie,  deserves    mention 
for  a  large  and   powerful    picture,   '  Keistuth  et  Vitold, 
Prisonniers  de  Jagellon  ;'  the  colouring  is  florid,  and  the 
treatment  affords  one  more  example  of  the  intermixture 
of  genre  or  naturalism  with  historic  styles.     Marian  Ja- 
roczynski,  said  to  be  a  Russian  Pole,  contributes  a  very 
large  picture,  'The  Treaty  of  Thorn,  19th  October,  1466  ;' 
this    ambitious   attempt  at  a   life-size   historic    style  is 
beyond    the  artist's    power.     The    over-florid   colouring 
may  be  taken  as  a  sign  of  the  Orientalism  to  which  the 
Poles  are  prone.    Peter  N.  Grouzinski,  favourably  known 
last  year  at  Kensington  (see  p.  305),  contributes  to  Vienna 
a  somewhat  cognate  subject:    *The  Inhabitants  of  the 
Caucasus  Flying  from  their  Homes  on  the  Approach  of 
the  Russian  Troops  '  is,  like  many  of  its  companions,  vivid 
in  colour  and  assailant  in  texture.     Russian  artists  are 
now  running  into  excesses  ;  they  lack  moderation.     Elie 
Repine  makes  a  reputation  by  a  large,  vivid,  and  alto- 
gether  remarkable    composition,    '  Haleurs    de    Barques 
sur  le  Volga.'     The  peasants  of  the  country,  harnessed 
with  belts  round  their  breasts,  are  pulling  a  boat  might 
and  main  up  the  stream.     The  figures  are  semi-savage  ; 
the  picture,  a  capital  piece  of  naturalism,  possesses,  in 
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common  with  many  others  which  come  from  Russia,  a 
specific  value  as  the  transcript  of  httle-known  races  and 
eminently  picturesque  costumes. 

Russian  sculpture  in  Vienna  presented  but  little  novelty. 
Some  of  the  most  noteworthy  works  come  from  Walter 
Runeberg,  the  Fin,  who  exhibits  three  groups  :  '  Apollo 
and  Marsyas/  '  The  Sleeping  Cupid,'  and  '  Psyche  with 
Cupid.'  Here  the  strange  anomaly  again  presents  itself 
of  an  artist  of  the  North,  ice-bound  and  snow-girt,  taking 
to  the  Italian  style.  Sculpture  thus  divorced  from  its 
race  and  territory,  however  praiseworthy  and  painstaking, 
contains  less  the  germ  of  life  than  the  taint  of  death. 
Baron  Peter  Clodt,  almost  as  a  matter  of  course,  exhibits 
bronzes  ;  but  M.  Lieberich  is  for  once  absent.  M.  Tchi- 
joff  produces  a  first-rate  terra  cotta  bust.  The  plucky 
execution  which  imparts  sharpness  and  spirit  to  bronzes 
is  equally  favourable  to  terra  cottas.  A  large,  life-like, 
sharp,  and  well-modelled  bust,  by  Johann  Podoseroff, 
proves  with  what  signal  success  bronze  has  been  worked 
in  St.  Petersburg. 

The  architectual  designs  sent  by  Russia  to  Vienna 
are  just  what  might  be  anticipated.  The  church  and 
the  neighbouring  buildings  in  Helsingfors,  the  new 
capital  of  Finland,  are  examples  of  that  florid  Italian 
style  which  is  the  bane  of  the  Russian  revival.  The 
new  and  vast  Cathedral  of  the  Saviour,  in  Moscow,  which 
though  finished  in  structure  will  occupy  many  years  in 
its  decoration,  receives  ample  illustration  in  the  way  of 
ornate  panelling,  arabesques  and  pictures,  and  especially 
in  the  elaborate  pictorial  compositions  for  the  dome  and 
apse.  The  dome  is  almost  as  a  matter  of  course  shown 
to  be  dishonest :  the  outer  dome  is  no  more  construc- 
tional on  the  inner  dome  than  an  umbrella  is  construc- 
tional on  the   head   it   shelters.     The  flimsy  and  false 
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character  of  church  cupolas  in  Russia  has  before  been 
noted.  This  great  cathedral  in  Moscow  is  somewhat 
allied  to  the  mosques  in  Constantinople.  Russia,  as 
heretofore  remarked,  would  have  done  well  to  borrow 
more  from  the  capital  of  Byzantium.  The  design  which 
of  all  others  proves  the  possibility  of  a  distinctive  national 
style  for  the  Muscovite  empire,  is  that  of  the  Cathedral 
of  Teflis,  far  away  east,  on  the  frontier  of  the  Caspian. 
The  style,  which  after  all  must  be  admitted  to  be  more 
of  a  compilation  than  of  a  fresh  creation,  may  be  desig- 
nated as  Norman-Saracenic — a  combination  to  which 
the  Eastern  provinces  of  Austria  are  also  tending.  The 
form  in  this  Teflis  Cathedral  is,  as  usual  in  Russia,  that 
of  the  Greek  cross  ;  and  up  in  the  sky  rises  a  parade  of 
clustered  domes  ;  the  colour  and  enrichments  are  almost 
Oriental.  As  often  before  observed,  Russia  possesses  a 
rare  opportunity  of  forming  for  herself  a  national  archi- 
tecture, based  on  old  Byzantine  forms,  and  borrowing 
colour  from  the  East. 

Denmark,  In  Vienna,  made  a  poor  show ;  she  was 
much  better  represented  in  the  London  International 
of  1862;  then  it  was  that  Larsen,  Melbye,  and  Soren- 
sen,  proved  that  in  marine  painting  the  Danes  held  the 
empire  of  the  seas.  Johann  Carl  Neumann,  of  Copen- 
hagen, is  of  the  same  illustrious  company :  '  Rainy 
Weather  off  Helslnfors,'  also  'The  Storm,'  are  fairly 
good  specimens  of  that  marine  painting  which  is  the 
stronghold  of  the  Danish  school.  In  the  same  category 
may  be  included  '  Stormy  Weather,'  by  Holger  Drach- 
mann  of  Copenhagen.  The  contributions  of  Denmark  to 
Vienna  number  nineteen  pieces  of  sculpture,  by  six  sculp- 
tors ;  and  eighty-two  pictures,  by  thirty-nine  painters. 
Professor  Jerichau  of  course  stands  foremost  among  the 
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former,  and  Madame  Jerichau  is  liberal,  even  beyond  her 
wont,  in  the  supply  of  no  less  than  fifteen  samples  of  her 
prolific  pencil.  A  choice  selection  would  have  been  better 
for  her  reputation.  I  am  glad  to  greet  the  first  entrance 
into  International  Galleries  of  Harold  Jerichau,  the  son  of 
Professor  and  Madam  Jerichau.  This  young  artist  gives 
good  proof  of  his  recent  study  in  Rome  by  '  The  Ruins 
of  Hadrian's  Villa,'  a  picture  of  that  poetry,  colour,  and 
atmosphere,  which  have  long  been  denied  to  Danish 
painting.  Among  the  very  few  works  that  call  for 
mention  are  'A  Landscape  with  Cattle;'  a  brilliant 
and  well-painted  picture,  by  Carl  Bogh,  of  Copenhagen  ; 
the  '  Sala  del  Consiglio  in  the  Doge's  Palace,  Venice,'  by 
Professor  Heinrich  Hansen,  of  Copenhagen.  As  samples 
of  the  worst  qualities  of  the  school  may  be  named  a 
genre  picture  by  August  Thomsen,  of  Copenhagen — ■ 
nothing,  not  even  in  Denmark,  can  be  more  horrid  in 
colour.  Also  obnoxious  for  showy  vulgarity  is  a  com- 
position, '  Braga  und  Idun,'  by  Professor  Schiott,  likewise 
of  Copenhagen.  The  subjoined  are  the  Danish  sculptors 
present  in  Vienna  :  —  Jerichau,  Dideriksen,  Hasselriis, 
Holbeck,  Saabye,  and  Thielmann.  The  following  is  a 
list  of  the  painters  who  have  not  yet  obtained  mention 
in  these  pages  : — Aagaard,  Baago,  Bache,  Blache,  Daniel- 
sen,  Eckhardt,  Eilersen,  Fischer,  Hammer,  Helsted,  Korn- 
beck,  Libert,  Anker  Lund,  Lytzen,  Mackeprang,  Madsen, 
Wilhelm  Melbye,  Raadsig,  Rasmussen,  Rosenstand, 
Richardt,  Rump,  Simon  Simonsen,  Jorgen  Sonne,  and 
Withusen.  The  chief  use  of  this  weary  enumeration 
is  to  indicate  that  in  no  other  nation  is  there  so  large 
a  percentage  of  painters  destitute  of  talent.  Denmark 
sends  to  Vienna  no  architecture,  probably  for  the  suf- 
ficient reason  that  the  nation  is  so  far  impoverished 
and  dismembered  that  she  is  not  in  a  condition  to  add 
to  the  already  handsome  array  of  her  public  buildings. 


446  APPENDIX. 


Sweden  and  Norway  occupied  in  Vienna  as  usual 
separate  though  contiguous  divisions.  The  contributions 
of  Sweden  were  uncommonly  scanty  ;  there  was  no 
architecture,  and  under  sculpture  only  a  '  Sleeping 
Maiden,'  by  John  Borjesson,  and  a  'Faun'  by  Fr. 
Kjellberg.  The  oil  pictures  were  forty-three  in  number, 
contributed  by  twenty-five  artists,  of  whom  have  been 
already  noticed  the  best,  such  asBergh,  Fagerlin,  Jernberg, 
Lindegriin,  Nordgren,  Nordenberg,  Rosen,  Wahlberg, 
and  Winge.  For  the  sake  of  greater  completeness  we 
may  add  the  names  that  are  new,  as  follows  : — Algrensson, 
Arborelius,  Billing,  Borjesson,  Dietrichsen,  Engstrom, 
Helander,  Hirsch,  Holm,  Kallenberg,  Salomxan,  Salmsson, 
Schwerin,  Sparre,  Wohlfart,  and  A.  W.  Lundgren.  I 
did  not  find  occasion  in  Vienna  to  mark  any  one  of 
these  sixteen  painters  for  excellence  :  that  the  majority 
of  the  works  sent  in  by  Sweden  for  international  com- 
petition should  be  unworthy  of  distinctive  notice  is  a 
bad  sign  of  the  times.  The  above-named  A.  W.  Lundgren, 
is  doubtless  of  the  well-known  family  of  artists  in 
Stockholm :  one  was  a  medallist ;  another,  Egron 
Lundgren,  has  long  been  a  member  of  the  Old  Water 
Colour  Society  in  London.  The  two  drawings  by  this 
powerful  painter  in  the  National  Museum,  Stockholm, 
'^The  Library  of  the  Cathedral  of  Sienna,'  and  'San 
Vitale  at  Ravenna,'  are  not  equal  to  the  best  examples 
of  the  painter  known  in  London. 

Norway,  for  some  reason  not  very  readily  under- 
stood, makes  a  better  display  that  her  sister  Sweden.  Of 
architecture  however  she  has  but  one  example,  and  in 
sculpture  likewise  but  a  solitary  work,  a  marble  statue  of 
'  David,'  by  Chr.  Borch  of  Christiania.  Of  Oil  Pictures 
there  are  fifty-five  works  contributed  by  twenty-eight 
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painters  ;  of  Water  Colours  three  artists  send  thirteen 
specimens.  Of  these  artists  the  following  as  best 
known  have  been  before  noticed,  viz. — Bodone,  Boe, 
Eckersberg,  Gude,  Morten  Miiller,  and  Tidemand.  To 
these  may  be  appended  some  further  names  and  works. 
Thus  Hanno  of  Christiania  gives  a  capital  transcript 
of  the  well-known  '  Judengasse'  in  Frankfort ;  L.  Munthe, 
who  dates  from  Diisseldorf,  contributes  a  winter  land- 
scape, true,  vigorous,  original,  poetic  ;  Amaldus  Nielsen, 
of  Christiania,  sends  a  fairly  good  landscape,  '  Evening 
on  the  Coast  of  Norway;'  A.  Normann,  who  like  others 
of  his  countrymen  has  had  the  advantage  of  training 
in  Diisseldorf,  adapts  the  principles  of  that  school  to 
the  local  character  of  Norway  in  a  mountain  scene 
diversified  by  light  and  shadow,  dark  rock  and  bright 
snow.  Norwegian  painters  have  obviously  a  vocation 
in  this  line  of  subject.  Thus  Herm.  Schanche,  also 
reared  at  Diisseldorf,  exhibits  a  grey,  shadowy,  and 
grand  transcript  of  the  '  Hardanger  Fiord;'  Frithjof 
Smith,  resident  in  Carlsruhe,  and  a  scholar  first  of 
Eckersberg,  and  then  of  Gude,  obviously  owed  much 
to  his  tuition  when  he  painted  the  waterfall  in  the 
Freiberg,  Black  Forest.  Precisely  under  the  same 
training  has  Otto  Sinding,  after  divers  experiences, 
entered  on  the  profession  of  an  artist ;  he  resides,  in 
common  with  four  other  Viennese  exhibitors,  at  Carls- 
ruhe, where  Gude  the  greatest  of  Norwegian  landscape 
painters  is  professor.  No  less  than  eleven  exhibitors 
date  from  Diisseldorf,  one  lives  in  Paris,  and  one  in 
Munich;  thus  eighteen  out  of  twenty-eight  contributors 
to  the  Vienna  Galleries  have  quitted  Norway  for  foreign 
lands.  I  think  there  can  be  little  doubt  that  the  high 
position  taken  by  Norwegian  artists  chiefly  arises  from 
these  cosmopolitan   studies.     Nevertheless   I    incline  to 
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think  that  of  all  Northern  peoples  the  Norwegians  are 
born  to  the  best  art  instincts.  I  may  add  that  the 
'Norwegian  Special  Catalogue  of  the  International 
Exhibition  in  Vienna'  comprises  biographies  of  all  the 
painters  present,  also  a  historic  sketch  of  the  national 
art.  In  the  latter  is  a  narrative  thoroughly  charac- 
teristic of  the  humble  peasant  origin  of  these  Northern 
sculptors  and  painters.  Hans  Michelsen  a  poor  villager 
began,  like  Thorwaldsen  and  others,  as  a  wood-carver ; 
his  talents  secured  him  a  stipend  from  the  Government, 
he  went  to  Rome,  became  a  pupil  of  Thorwaldsen,  and 
received  and  executed  important  commissions.  Among 
these  were  the  twelve  apostles  which  the  King  presented 
to  the  Cathedral  of  Drontheim  near  to  the  sculptor's 
birth-place.  But  this  native  genius,  notwithstanding 
talent  and  royal  patronage,  found  it  impossible  to 
make  head-way.  Poor  Michelsen  was  compelled  to 
return  to  his  native  village  and  resume  the  condition 
of  a  peasant.  After  the  lapse  of  some  years  public 
sympathy  became  so  far  aroused  that  subscriptions 
were  raised  and  commissions  given,  but  alas !  the 
assistance  came  too  late.  This  child  of  natiire  died 
in  Christiania,  1859,  at  the  age  of  seventy  years.  The 
story  is  but  too  symbolic  of  the  spasmodic  growth 
and  fatal  decay  of  the  arts  in  Northern  Europe. 
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